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Nathaniel Hawthorne ' s works have prompted considerable study. The 
majority of these studies, however, have concentrated primarily on his 
development of theme through the use of various types of metaphorical de¬ 
vices. Few have considered the nature of the allegory employed in his ro¬ 
mances. 
Since the romances afford material for an extended examination of the 
author's myriad allegorical devices, they will be used as a basis for this 
study. Concentration will be placed on Fanshawc (1826), the author's earli¬ 
est attempt at writing longer fiction; The Scarlet Letter (1850), the setting 
of which is laid in seventeenth-century Boston; The House of Seven Gables 
(1851), laid in nineteenth-century Salem; The Blithedale Romance (1852), 
which imnortalizes the Brook Farm experiment of the Transcendentalists; and 
The Marble Faun (i860), which is laid in Rome, Italy. 
Chapter one treats the author's social and intellectual milieu in 
relation to his use of allegory. Chapter two contains an account of his 
employment of allegory in relation to his literary theory and to his aim 
of truth and beauty in fiction. In chapter three the writer attempts to 
analyse the types of allegorical metaphors used by Hawthorne and to de¬ 
termine the function of each in relation to the romances as a whole. Chapter 
four proposes to assess the author's romances in terms of the effective use 
of allegory. 
The writer wishes to express her appreciation to Dr. Thomas D. Jarrett, 
whose guidance was indispensable to the successful completion of this study. 
Sincere gratitude also goes to the writer's husband, Milton, and children, 
Dionne and Alicia, without whose patience and affectionate encouragement 
this would not have been possible. 
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CHAPTER I 
HAWTHORNE’S SOCIAL AND INTELLECTUAL MILIEU 
There were several vital influences in the social and intellectual 
milieu of Hawthorne which were instrumental In directing him into the 
channels of allegory—hie literary background, his moral idealism, the 
abstract manner of the thinking of the day, his preoccupation with the 
problem of moral growth and the pscyhologieal effects of sin, and the 
limited range of his subject natter* 
One ef the earliest Influences can be traced to Hawthorne's readings, 
which included Homer, Aesop, Dante, Rabelais, Cervantes, Shakespeare, Milton, 
Ariosto, Spenser, and Bunymn.^ Charles H. Foster notes that all of these 
2 
writers had one thing in common—they all made use of allegory* Therefore, 
with his native gifts—his artistic temperament, his natural tendency toward 
solitude and his introspective habit of thought, along with his moralistic 
outlook—Hawthorne found a definite literary Identification in the tradition 
of the great moral allegorists, especially Spenser, Milton, and Buqyan* 
Milton's influence seems to have been wielded in the area of basic themes, 
as witnessed in Hawthorne's repeated use of the theme of the fall of man* 
Spenser and Bunyan have incurred Hawthorne's indebtedness mainly through 
their pattern of setting forth certain allegorical implications by using 
^Nathaniel Hawthorne, The Complete Writings of Nathaniel Hawthorne 
(Old Manse ed*, 22 vols*} Boston, i960), IV, ÜUL. All subsequent refer* 
ences to Hawthorne's tales, notebook entries, and letters, unless other¬ 
wise stated, are made to this edition and are entered by title under Works* 
^Charles H* Foster, "Hawthorne's Literary Theory," PMIA, LVII 
(■aroh, 19U2), 2i»l* 
1 
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articles and names closely associated with the characteristics or unique 
qualities of a particular individual* 
As "love stories," Hawthorne's romances are centered upon the Origi¬ 
nal Sin; and, it seems clear that he interpreted the Original Sin as the 
mutual love of man and woman* Host explicit evidence for this view is to 
be found in The Marble Faun* Immediately behind Miriam and Donatello stand 
the eternal woman and man in Milton's version of the stoxy of the Fall: the 
woman's yearning for further knowledge, her effort to achieve Increased ef¬ 
ficiency through division of labor—her desire, in short, to "know" the man; 
the man's initial unity with nature, his impassioned longing for a mate, and 
his "glorious trial of exceeding love" as he joins Eve in sin* The fruit of 
their union is, like Hester's Pearl in The Scarlet Letter, at once a token 
of sin (which results in suffering) and a promise of redemption* Some sus¬ 
picion that the love of man and woman was the Original Sin has always been 
latent, it seems, in theology; but if Hawthorne derived this rather un¬ 
orthodox interpretation from any source, it was probably from Paradise Lost* 
The Marble Faun is also Indebted to Shakespeare. The "model," Miriam, 
Donatella, and Hilda are haunted by an indelible bloodstain that reminds us 
of Lady Macbeth's tortured efforts to cleanse her hands* In dealing with 
the contagiousness of evil, Hawthorne may have called to mind the dank, 
graveyard atmosphere of Hamlet, where the dram of evil infests all the noble 
substance of mankind* There is something rotten in Rome as in Denmark; the 
skulls of the Capuchins and the corpse of Brother Antonio are reminiscent of 
Yorlck: 
To Kenyon's morbid view, there appeared to be a contagious element, 
rising foglike from the ancient depravity of Rome, and brooding 
over the dead and half-rotten city***** 
^Nathaniel Hawthorne, "The Marble Faun," The Complete Novels and 
3 
The impact of this atmosphere on the sculptor faintly resembles Hamlet’s 
second and fourth soliloquies: " 'I am sluggish,' muttered Kenyon» to him¬ 
self; 'a weak» nerveless fool» devoid of energy and promptitude.' It 
takes all his energy to fling aside this mood of "morbid hesitation"; but 
he is not Prince Hamlet—he is an attendant» an adviser» and at times almost 
the fool. Thus» as Matthiessen has observed, Hawthorne not only looks back¬ 
ward to Milton but also forward to Eliot, and not so much to Prufrock as to 
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the Four Quartets. Eliot's dove and rose are, of course, far removed from 
Hawthorne's, but the central experience is much the same. Eliot links 
spiritual conversion with poetry and music; Hawthorne unites it with sculpture 
and romance. 
Hawthorne's inherited idealism and the current New England thought 
contributed much in the molding of his intellectual activity as well as his 
art. As Fogle has observed, allegory is organic with him. It is his dispo¬ 
sition to find spiritual meaning in all things natural and human. This 
faculty is an inheritance from the Puritans, whose minds were singularly 
unified and thoroughly moralized—who felt that no event was merely natural, 
but always an act of God. Concerning this affinity to the Puritan way of 
life, Malcolm Cowley points out that 
Selected Tales of Nathaniel Hawthorns, ed. Norman Holmes Pearson (New fork, 
Ï93t), p. bz?. All subsequent references to Hawthorne's romances, unless 
otherwise stated, are made to this edition, and are entered without the 
name of the author. 
1Ibid., p. 819. 
O 
Francis 0. Matthiessen, The American Renaissance: Art and Expression 
in the Age of Emerson and Whitman (New fork, lyul), pp. 351-368. 
^Richard Harter Fogle, Hawthorne's Fiction: The Llgjht and the Dark 
(Noraan, 1952), p. 7« 
U 
• ••Hawthorne evolved a sort of theology that was personal to him¬ 
self « but was at the same time deeply Christian and on most points 
orthodox* He believed in original sin, which consisted, so he 
thought, In the self-centeredness of each individual* He believed 
in predestination, as the Calvinists did} but at the same time he 
had a faith in the value of confession and absolution*••• He be¬ 
lieved in his own unworthiness and in the universal brotherhood of 
man, based on their weakness before God. He believed in Providence, 
to which he submitted himself humbly, and he believed in a future 
life where the guilty would be punished, if only by self-knowledge 
of their sins* All these articles of faith he expressed. • .in terms 
of symbols as powerfully simple as those in Pilgrim^ Progress, and 
closer to the modem mlnd*3- 
Thua, although Hawthorne rejected the tenets of Calvinism to a certain 
degree, he could not entirely escape this background where such abstract 
ideas as sin, salvation, and election were of paramount concern* 
This inherited Puritan trait of abstract thinking, along with a 
natural tendency toward introspection and brooding, led Hawthorne to con¬ 
clude that the inner life is actually the wily reality* In a letter to 
Sophia Peabody, he says that "the grosser life is a dream and spiritual 
life is a reality,"* and in another letter to Miss Peabody, he declares 
that 
We are but shadows—we are not endowed with real life, and all 
that seems most real about us is but the thinnest substance of 
a dream—till the heart is touched* That touch creates us—then 
we begin to be—thereby we are things of reality* •• *3 
Thus, he contends that the external world is only a reflection of the inner 
sphere—the wily reality, and the heart is the only passageway through which 
that reality can be reached* 
This habit of abstract thought was in keeping with the trend of the 
**Malcolm Cowley (ed*), The Portable Hawthorne (New York, 1958)» 
Introduction, p* 13* 
2 
Nathaniel Hawthorne, quoted in Matthiessen, op, cit*, p* 21*1* 
^Nathaniel Hawthorne, letter to Sophia Peabody, reprinted in Cowley, 
op* cit,, pp* 612-613* 
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thought of Hawthorne's New England contemporaries. The Transcendent a lists, 
for example, believed the external world to be but a symbol of a greater 
reality. Ralph Waldo Emerson, chief literary voice of the transcendental 
movement, combined in his own person the spirituality and hard sense implicit 
in the Puritan tradition. In his efforts to make his writing a vehicle for 
the expression of dynamic intuitions and vital Instincts not demonstrable 
to the plodding understanding of the masses, Emerson, like Hawthorne, es¬ 
tablished the idea that all the phenomena of the external world have their 
counterparts in the spiritual world; he fostered the idea that Nature offers 
all her creatures as a picture-language, that Nature is a symbol in the 
whole and in every part.* Thus, the Transcendents lists, not unlike 
Hawthorne, felt that in order to transcend the outside world one must reach 
beyond the physical sense. 
Melville, too, is much akin to Hawthorne in his tendency toward 
o 
abstract thought and his idealistic search for truth. Like Hawthorne, he 
was concerned with the darker side of human fate. Both insisted upon the 
reality of evil in the world. Both were skeptical of the optimism of 
Emerson and his benevolent theory of the universe; both presented the trage¬ 
dies of the mind and of the soul. Melville went even further by exploring 
the effects of natural forces on man—he could not accept the universe with 
as much resignation as his friend Hawthorne, and while Hawthorne worked out 
a pattern of belief for himself, Melville was constantly searching. Thus, 
while Hawthorne maintained his name sis tic theory, Melville was convinced 
*Ralph Waldo finerson, "Nature," Selected Prose and Poetry, ed. 
Reginald Cook (New lork, 1959), pp. 3-^ 
^Robert E. SpiUer, The Cycle of American Literature (New Tork, 
1959), pp. 61-75* 
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of the ultimate certainty of evil—he believed that evil appeared triumphant 
even vhen man's motives were virtuous* Melville, himself, in his essay en¬ 
titled "Hawthorne and His Mosses," recognized his close affinity to the 
"mystical blackness"of Hawthorne* "Certain it is," he writes, 
•••that this great power of blackness in him derives its force 
from its appeal to that Calvinistic sense of Innate Depravity and 
Original Sin, from whose visitations, in some shape or other, no 
deeply thinking mind is always wholly free*l 
Finally, Melville, like Hawthorne, experimented with a literary method in 
which he combined the real and the imaginary to achieve his artistic aim* 
The age of Hawthorne was an age of reform, philanthropy, and humanism; 
it was an age which gave impetus to feministic agitation, an age in which 
particular stress was placed on individualism and self-reliance* Although 
Hawthorne was not an active participant in these movements, he was not 
entirely apart from them* While his contemporaries were pressing for the 
reformation of institutions, he was advocating a reformation of the human 
heart, for he saw the reformation of society in the individual* Hence, 
vhen all allowances are made for individual disparities, Hawthorne and his 
contemporaries had much in common* Although they attacked the problem in 
different ways, they all had the betterment of society as a common goal* 
His limited choice of subject matter and themes for his fiction also 
led Hawthorne into the use of allegory* Constant brooding over moral issues 
gave him little time to explore other subject matter; therefore, the scope 
of the stories is quite limited* His romances are based mainly upon the 
psychological effects of sin* The devastating effects of the sin of pride 
^Walter Blair, Theodora Hornberger, and Randall Stewart (eda*), The 
Literature of the United States (2 vols.; Atlanta, 1953), I, 1D05* 
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are portrayed most frequently, and upon close examination it may be seen 
that all types of sin presented by the author evolve from some fora of pride* 
Heaton Arvin classifies these as the pride of social rank, the pride of 
wealth and power, the pride of moral self-righteousness, and the pride of 
intellect—the latter of which Hawthorne thought to be the most damaging of 
all* Arvin observes further that the penalty of all forms of egotism is the 
"deepest misery Hawthorne can conceive, the misery of estrangement, of 
separateness, of Insulation from the normal life of mankind*"* 
Hawthorne's literary background, his Puritan idealism, the abstract 
manner of the thinking of the day, his preoccupation with the problem of 
moral growth and the psychological effects of sin, and the limited range of 
his subject matter all contributed heavily to the use of allegory in his 
romances* He made use of allegorical devices in order to main abstract 
thinking tangible, to dramatize moral growth, and to give infinite variety 
to the presentation of his limited and recurring themes* 
*Newton Arvin (ed*), Hawthorne's Short Stories (New York, 191*7), 
Introduction, p. xvii* 
CHAPTER II 
ALLEGORY AND HAWTHORNE'S LITERARY THEORY 
Hawthorne cultivated art, and he auoceeded in establishing firm 
ground for his art in a well-considered literary theory and a well-constructed 
literary form. Moreover, his originality and artistic genius helped to lay 
the foundation for a native American tradition of conscious art* The whole 
of Hawthorne's literary theory is based upon his belief that the external 
world is merely a manifestation of the internal, which is the true reality* 
He maintains that the true artist must look beneath the surface, and that 
it is his duty to study the inner reality and translate it into concrete 
form* Therefore, to study his literary theory is to discover the intel¬ 
lectual basis of his art, and to see his work from the inside is to arrive 
at a fresh sense of appreciation of his ideal of truth and beauty in fiction* 
> 
Hawthorne's ideals in art may be apprehended as a result of a study 
of his prefaces, his letters, his notebook-entries, and his tales and 
romances,—a 11 of which give insight into his method of achieving his ideal* 
Considered in themselves, his prefaces are enigmatic* Therefore, in order 
to approach them with understanding, it is necessary for one to develop an 
awareness of his ideals in the use of imagination, and his sense of the 
limitations of the novel, as well as a knowledge of his philosophy of art* 
For this reason "The Hall of Fantasy," written in 181*3 when Hawthorne was 
tiring of short fiction and contemplating the possibilities of the novel, 
is very important* Most significant in this allegory is the author's 
reference to men like Spenser, Milton, and Bunyan as masters of imagination;^ 
^The Hall of Fantasy," Works, IV, 21*1. 
8 
and when in 181*5 he wrote, for instance, that the world requires "a deeper 
moral, and a closer and homelier truthM than is supplied by Scott and Dickens, 
he obviously had in mind the rich spiritual significance of these masters* 
This admiration for allegory was apparently also behind the remark he made 
in his Notes of Travel (1857), wherein he notes the method by which the 
artist can make concrete or tangible all irward truths: 
Nature is better no doubt, but Nature cannot be exactly reproduced 
on canvas or in print} and the artist's only resource is to substi¬ 
tute something that may stand instead and suggest the truth** 
These statements, coming long after Hawthorne had already established his 
modus operand! in Twice-Told Tales (1837), may be looked upon as voicing the 
circumambient limitations he sensed at once in traditional fiction—circum¬ 
scriptions from which he as a writer of allegorical romance was virtually 
freed* Taken jointly, these expressions represent to a great degree the 
author's literary theory* This conviction was apparently lasting, for, as 
late as 1860 Hawthorne has the dove-like Hilda of The Marble Faun express 
essentially the same conviction: 
•Nobody, I think, ought to read poetry, or look at pictures or 
statues, who cannot find a great deal more in them than the poet 
or artist has actually expressed* Their highest merit is sug¬ 
gestiveness* •’ 
Hawthorne is no moralist} his works do not exist for mere instruction* 
They are the result of a conscious striving for beauty as well as truth* Al¬ 
though he was chiefly concerned with moral growth and the psychological ef¬ 
fects of sin, he never endeavored to make fiction the vehicle of didacticism* 
^P's Correspondence,'' ibid** V, 178* 
2"Notes of Travel," ibid., XX, 1*02-1*03. 
^The Marble Faun, p. 808* 
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In the Preface to The House of Seven Gables « he declares thst 
The author has considered it hardly worth his while..«relentlessly 
to impale the story with its moral as with an iron rod,—or, 
rather, as by sticking a pin through a butterfly,—thus at once 
depriving it of life, and causing it to stiffen in an ungainly and 
unnatural attitude. A high truth, indeed, fairly, finely, and 
skilfully wrought out, brightening at every step, and crowning the 
final development of a work of fiction, may add an artistic glory, 
but is never any truer, and seldom any more evident, at the last 
page than at the first.* 
Hawthorne ' a material was the ethical view of his Calvlnistic New England 
ancestors, and his works are almost always allegories with a moral attached, 
but his own attitude toward his material is usually that of the artist: de¬ 
tached, critical, skeptical. He was an explorer of the dark recesses of the 
human soul, and he used his art to reveal rather than to resolve the dilemma 
of human destiny. 
Along with truth, Hawthorne desired both beauty and subtleness in 
respect to content and form. Speaking of beauty, he writes: 
...if art has not strayed away from its legitimate paths and aims, 
it ought to soften and sweeten the lives of its worshippers, in 
even a more exquisite degree than the contemplation of natural 
objects.2 
Much has been said of Hawthorne's preoccupation with moral truths; 
however, little attention has been given to his insistence em beauty. Not 
only is it significant that he entitled his chief short allegory on art "The 
Artist of the Beautiful," but in his long romance on art, The Marble Faun, 
and in several other instances, he also expressed his appreciation of the 
beautiful. In The Marble Faun, he has Miriam say: "Beauty—if I possess it 
—shall be one of the instruments by which I will try to educate and elevate 
‘S'reface to The House of Seven Gables, p. 2UU* 
^The Marble Faun, p. 786. 
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him /üonatello/....* Again, beauty is pushed to the forefront when 
Miriam's art studio is compared to a poet's "imagination, where there are 
glimpses, sketches, and haIf-developed hints of beings and objects grander 
2 
and more beautiful than we can anywhere find in reality." Finally, in a 
notebook entry dated April 26, 181*3, Hawthorne writes * 
Old age has a singular aspect in lilacs, rose-bushes, and other 
ornamental shrubs. It seems as if such things, as they grow 
only for beauty, ougit to flourish in immortal youth, or at least 
die before their decrepitude. ...and there is something analogous 
to this in human life. Persons who can only be graceful and 
ornamental—who can give the world nothing but flowers—should die 
young.... Not that beauty is not worthy of immortality. Nothing 
else, indeed, is worthy of it; and thence, perhaps, the sense of 
impropriety when we see it triumphed over by time.? 
In this passage, without doubt, Hawthorne expressed the idea that beauty 
is one of the chief elements of nature which is worthy of immortality; and, 
he implied that any failure in beauty—physicslly, morally, and/or intel¬ 
lectually—gave him great pain. 
Subtlety, truth and besuty are noble ideals which Hawthorne sought 
to achieve in his fiction; and, in aspiring to make an art more beautiful 
than nature, an art which was suggestive of a truer reality, he aimed at 
an idealisation which was not merely romantic escapism but was reality 
shaped so that it became universal truth. The author's theory was ap¬ 
parently facilitated by the allegorical method which he so much admired, 
and from first to last this is the means by which he perfected his art. 
Thus, having examined Hawthorne's literary theory from the viewpoint 
•Wd., p. 755. 
2Ibld., p. 613. 
^Nathaniel Hawthorne, The American Notebooks by Nathaniel Hawthorne, 
ed. Randall Stewart (New Haven, 1933), PP« 1«2-1«3. 
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of internals—expressions in his literary products themselves—it is now 
possible to come to grips with it from the external vantage-ground, the 
prefaces* As C*H* Foster notes in his very thorough treatment of Hawthorne’s 
literary theory,1 there is little or no change apparent in the author's 
doctrine from the 181*1; introductory remarks of "Rappaccini's Daughter" to 
the 1869 assessment of The Marble Faun. First and last, the author's program 
was, as he wrote in the Preface to "Rappaccini*s Daughter," to content him¬ 
self "with a very slight embroidery of outward manners,—the faintest possi¬ 
ble counterfeit of real life," and rely for interest on "some less obvious 
2 
peculiarity of the subject*" The writer of the Romance, he tells us in 
the Preface to The House of Seven Gables, "has fairly a right to present 
that truth under circumstances, to a great extent, of the writer's own 
o 
choosing or creation*"*' Thus, in keeping with the above expression, Brook 
Farm was chosen as the setting for The Blithedale Romance—because it was 
a little removed from life, a possible substitute for fairyland; The Marble 
Faun was laid in Italy, which afforded it a sort of poetic fairyland, and 
The Scarlet Letter and The House of Seven Gables, respectively, were laid 
in the remote seventeenth-century Puritan community of Boston and in a 
strange corner of nineteenth-century Puritan Salem. 
Hawthorne's belief that allegory represents the hi^iest use of the 
imaginative processes serves to validate these notions* Released by the 
masters in the "realms of imagination” front the tradition of English fiction, 
he saw no valid reason why he could not handle external reality with poetic 
^Foster, op* cit*, p* 2l»5. 
o 
Preface to "Rappaccini1 s Daughter," Works, IV, 126* 
^Preface to The House of Seven Gables, p. 21*3* 
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freedom. Moreover; it pained him that America aa yet afforded no such fairy¬ 
land—"no shadow, no antiquity, no mystery, no picturesque and gloomy wrong"^ 
—as found in the Old countries, no "atmosphere of strange enchantment, be- 
o 
held through which the inhabitants have a propriety of their own." He 
sought, therefore, the nearest approximations he could find in scenes with 
a suitable remoteness} thus, as Foster observes, 
Given,• «some leeway in the handling of scene, he was free to make 
the natural world a mirror of character and to reshape it to 
demonstrate the abiding truths of human experience on an ideal 
plane** 
Hawthorne felt that the representation of truths must be facilitated 
by the picture-forming faculties of the artist, the imagination. Therefore, 
the imagination occupies an important position in his literary theory* 
Matthiessen notes that, for Hawthorne, the imagination is a mirror, reflect¬ 
ing the essence of what is contained in the soul.^ He felt that atmospheric 
conditions propitious to introspective contemplation and intuitive perception 
must prevail before the Imagination could conjure up the appropriate symbol 
to represent ultimate truths* To him, "the rudiments of a poetic and imagi¬ 
native mind.*." were 
a brooding habit taking outward things into itself and imbuing 
them with its essence until, after they had lain there awhile, 
they assumed a relation both to truth and to himself, and be¬ 
came mediums to effect other minds with the magnetism of his 
own*£ 
^Preface to The Marble Faun, p* $90• 
2Preface to The Blithedale Romance, p* U39* 
^Foster, op* cit*, p. 21*5* 
^Matthiessen, op* cit., pp. 253-263* 
5i*Dr. Grimshawe's Secret," Works, XV, 12lw 
And again he states that "an innate perception and reflection of truth give 
the only sort of originality that does not finally grow intolerable.** That 
these expressions reflect Hawthorne's own practice seems likely when one 
remembers the daily night-walks in Salem, the path worn by him in such re¬ 
flective strolls, and the speed attributed to him in composition* 
Sleep, reflections in water, mirror and mirror images, pictures, and 
moonlight help create an atmosphere in which the imaginative processes are 
most sensitive to impressions* The imagination records these ideas, which 
the artist then makes concrete and tangible by selecting the appropriate 
allegoric symbol* Hawthorne says that sleep removes the inhibitive powers 
of the conscious mind and breaks through to sub-conscious truths* Released 
thusly, and aided by the imagination, truth then penetrates the conscious¬ 
ness and becomes an outward reality* An excellent instance of the reveal¬ 
ing power of sleep or semi-sleep can be seen in The Blithe da le Romance when 
Coverdale, semi-conscious and deathly ill, perceives the “mystery” of the 
inner nature of the youthful and exotic Zenobia: 
• ••there is a species of intuition •••which comes to us in a reduced 
state of the corporeal system*     
Vapors then rise up to the brain, and take shapes that often image 
• ••truth* Zenobia'a sphere •••impressed itself powerfully on mine, 
and transformed me•• «into something like a mesmerical clairvoyant* 
Her unconstrained and inevitable manifestation* • .was that of a 
woman to whom wedlock had thrown wide the gates of mystery* 
Pertinaciously the thought, ’Zenobia is a wife; Zenobia has lived 
and lovedl Thera is no folded petal, no latent dew-drop, in this 
perfectly developed rosel'—irresistibly that thought drove out « 
all other conclusions, as often as my mind reverted to the subject• 
*"The American Notebooks," ibid», XVIII, 1*07* 
2The Blithedale Romance, p* 1*66. 
1? 
Among the many revealing entries in Hawthorne's notebooks is one 
which contains a record of his impressions while watching reflected scenes 
of nature: 
I scarcely remember a scene of more complete and lovely seclusion 
than the passage of the river through this wood*.». I have never 
elsewhere had such an opportunity to observe how much more beauti¬ 
ful reflection is than what we call reality» The sky, and the 
clustering foliage on either hand, and the effect of sunlight as 
it found its way through the shade, giving lightsome hues in con¬ 
trast with the quiet depth of the prevailing tints—all these 
seemed unsurpassably beautiful, when beheld in upper air. But, 
en gazing downward, there they were, the same even to the minutest 
particular, yet arrayed in ideal beauty, which satisfied the spirit 
incomparably more than the actual scene. I am half convinced that 
the reflection is indeed the reality—the real thing which Nature 
imperfectly images to our grosser sense. At all events, the dis¬ 
embodied shadow is nearest to the soul.1 
Nature reflected in shadows and in lakes becomes more real than nature it¬ 
self because it cooes closer to satisfying the ideals of the soul» The 
imaginative processes are free to invest the reflections with perfect 
beauty; and, although each detail is there, there is just enough indistinct¬ 
ness to surround it with a mysterious quality, that quality which causes one 
to perceive that there is something just beyond the reflection. This 
mysterious "something" releases the imagination from conditions that bind 
it to the external and leaves it free to search the inner recesses in order 
to approach a truer reality. 
Hawthorne's concept of the liberated imagination is similar to his 
idea of the disembodied shadow; both retain a likeness to the original, 
but are not bound by its imperfections. The shadow retains the outline of 
that which is reflected, but it is capable of coming nearer to the ideal 
because the mind is able to perceive and fill in the details, making the 
^Stewart, op. cit., p. 170. 
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ideal picture the real one* In order to repre8ent in visible terms the 
reality that is beyond the external world, however, the imaginative images 
must retain a semblance of physical matter* Oftentimes situations depicted 
by Hawthorne can never happen, but they are full of details that give them 
verisimilitude--details which, although greatly exaggerated, are reminiscent 
of some external reality* His aim practice reveals that he believed that 
the Imagination must be freed from all influences which might hinder its 
perception, but must never be permitted to exceed all bounds, becoming 
utterly fantastic and losing all relation to the external world* Like the 
shadow, it must retain the outline of external experience* 
Matthiessen points out that Henry James had a similar concept of 
experience, which he expresses when he says that the kind of experience with 
which romance deals is * * experience liberated, se te speak} experience dis¬ 
engaged, disembodied, disencumbered, exempt from the conditions that we 
usually know te attach te it*' 1,1 Beth ef these literary artists attempted 
te give body te truths beneath the crusts of the surface by probing into the 
inner recesses ef the seal. 
A mirror, Hawthorne says in The House of Seven Gables, "is always a 
2 
kind of window or doorway into the spiritual world," It places the mind 
in an introspective atmosphere, quietens its perception, and allows it te 
prebe beneath surface appearances until it reaches the spiritual realm. The 
imagination dieposeeasea mirrored image a ef their outward appearance a and 
truth stands thus reflected. This revealing power is often illustrated in 
Hawthorne's romances* Governor Bellingham's views toward Hester and little 
*Henry James, quoted in Matthiessen, op* cit*, p. 29U* 
^The House ef Seven Gables, p* U12, 
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Pearl reveal themselves in the grotesque « inhuman distortions reflected in 
the shiny suit of armor (one of Hawthorne ' s mirror devices) in the hall of 
his mansion* To him» Hester had changed from a person into a mere ab¬ 
straction; to him, she was nothing mort than a walking personification of 
sin* H* expresses his astonishment at seeing the Truth Incarnate (Pearl) in 
hla housei * 'I have never seen the like,' he says In unwitting self-criticism* 
'Bow gat suoh a guest Into ay hall?' h* 
Im a passage in The American notebooks the author describes the effect 
that moonlight has on the imaginations 
Moonlight produces a very beautiful effect in the room; falling so 
white upon the carpet, and showing its figures so distinctly; and 
making all the room so visible, and yet so different from a morning 
or noontide visibility* There are all the familiar things;--every 
chair, the tablea, the couch, the book case, all the things that we 
are accuatomad to in the daytime ; but now it aeems as if we were 
remembering them through a lapse of years rather than seeing them 
with the immediate eye* 1 child's shoe—the doll, sitting in her 
little wicker-carriage—all objects, that have been used or played 
with during the day, though still as familiar as evar, are invested 
with something like strangeness and remoteness*2 
r
- i 
When moonlight falls on them, physical images take on imaginary qualities* 
In such a conducive atmosphere, the imaginary and the real adopt certain 
aspects ef each other and it becomes difficult te make a distinction between 
the two* 
The imagination of the artist, Hawthorne felt, should be constantly 
alert te his responsibility of relating truth to outward phenomena* On one 
occasion, he wrote to his friend Horatio Bridge that "there la no harm, but 
on the contrary, good, in arraying some of the ordinary facts of life in a 
*The Scarlet Letter, p* 1U8, 
2Stewart, op, cit** p* 12U* 
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slightly idealized and artistic guise," and, «gain, he advises his friend 
not to stick too accurately to the bare fact •••else your hand will 
be cramped, and the result will be a want of freedom that will de¬ 
prive you of a higher truth than that which you strive te attain* 
Allow your fancy free license, and emit no heightening touches be¬ 
cause they did not chance to happen before your eyes#* 
Idealisation is definitive of Hawthorne's rasances, for each is an 
attempt to, show the universality of some poignant interrelationship of 
individuals* tyriad as is Hawthorne' s : work, it derives unity from a single 
intent, to carry out the tendencies ofnatnre in an imaginative realm*. Ho 
used the method of poetic idealisation because he thought that it revealed 
most accurately the moral, ideal, and universal quality of human character* 
Thus his aim, united with unique talenhtahd a suitable form, served to 
make The Scarlet Letter and his other romances lasting literary creations* 
In dealing with the artist and the processes of creation, Hawthorne 
shewed balance indicative of his sane and perceptive insight • He did not 
believe that perception or intuitive genius consisted in a predominance of 
intellect or emotion, but in a balanced combination of the two* The genius 
resulted, he wrote, when "a great heart burns as the household fire of a 
2 
great intellect*1* Thus, in reflecting on,the genius of Shelley, he writes: 
I consider the productions of his maturity superior*.«to those of 
his youth* They are warmer with human love, which has served as 
an interpreter between his mind and the multitude* The author 
has learned to dip his pen oftener into his heart, and has there¬ 
by avoided the faulte into which e toe exclusive use of fancy and 
intellect are want to betray him* Formerly his page was often 
little than a concrete arrangement of crystallisations, or even 
icicles, as cold as they ere brilliant* Now you take it to your 
heart, and are conscious of a heart warmth responsive te your own.’ 
^Nathaniel Hawthorne, letter te Horatie Bridge, reprinted in Cowley, 
o£*_cit*, p* 6l8* 
2"A Select Party," Works, IV, 90* 
3"P's Correspondence," ibid, V, 183* 
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This passage clearly expresses Hawthorne's belief of the risk to be run by 
a too exclusive use of fancy or intellect* His emphasis in his allegoric 
romances on the place of the heart as an avenue leading to truth always takes 
into consideration the comparable worth of the intellect* The "crowning 
glory," he felt, could only be achieved when man was conscious of a power 
"higher and wiser than himself," a power of which he was only an instrument* 
Speaking of the Houses of Parliament, he comments thusly: 
This is certainly a magnificent edifice, and yet I doubt whether it 
is so impressive as it might.• «have been**** The reason must be that 
the architect has not 'builded better than he knew*' He felt no 
power higher and wiser than himself, making him its instrument* He 
reckoned upon and contrived all his effects with malice and afore¬ 
thought, and therefore missed the crowning glory,—that being a 
happiness which God, out of his pure grace, mixes up with only the 
simple -hearted, best efforts of men** 
When man fails to recognise that he is an instrument of a higher 
being than himself, he tends toward an over-development of either the heart 
or the head,^ which in turn laads him to sin* Hawthorne felt that while an 
over-balance of the heart element might lead to earthly corruption, the 
head, in aspiring to the superhuman, is likely to dehumanise itself in the 
attempt* In The Scarlet Letter Diomesdale ia predominantly a bead charac¬ 
ter, but it is through the heart that sin has overpowered hit religion and 
his reason* The aatanio Chillingworth is ths intellectual, a cold experi¬ 
menter and philosopher whose complete spiritual ruin ia inevitable* Hester 
represents a combination of head and heart, with the head predominant. Like 
Dimmesdale, her sin is one of passion, and its consequences expose her ts 
^Notes of Travel," ibid., m, 1*16-1*17. 
'’«John C* Gerber (ed.), The Scarlet Letter ("The Modern Library" 
College Edition; Hew fork, 195^), Introduction, pp. xvii-xviii. Gerber 
discusses at length Hawthorne's concept of the head and the heart* 
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danger of absolute mental and spiritual isolation* Like these characters 
in The Scarlet Letter* Colonel Pyncheon of The House of Seven Gables* the 
* iron-hearted Puritan," and Miriam and Donatello of The Marble Faun are also 
representatives of a heart-head imbalance* Indeed, the tragedy of all of 
Hawthorne's characters is always in one way or another attributed to such 
an imbalance* 
It is Hawthorne's doctrine of the intellect which leads us most deeply 
into his art* What he has to say of the place of thought in artistic creation 
indicates the place he gives to beauty and high seriousness In art* In The 
House of Seven Gables, he concluded his introduction of Hepzibah with the 
thought that life is made up of marble and mud aRd that "what 1s called 
poetic Insight is the gift of discerning in this sphere of strangely mingled 
elements, the beauty and the majesty compelled to assume a garb so sordid*^ 
Hawthorne felt that the true artist should be able to see truth and beauty 
which could not always be discerned by the multitude, and hia profound re* 
flection on these problems suggested by such a program is apparent in the 
follewlng passages 
Facts, as we really find them, whatever poetry they may involve, 
are covered with a stony excrescence of prose resembling the crust 
of a beautiful aeaahall, and they never show their moat delicate 
and divineat colore until we shall has dissolved away their grosser 
actualities by steeping them long in a powerful menstrum of thought* 
And seeking to actualize them again, we do but renew the crust* If 
this were otherwise,—if the moral sublimity of s great fact de¬ 
pended in any degree on its garb af external circumstances, things 
which change and decay,—it could not itself be immortal and ubiqui¬ 
tous, and only a brief point of time and s little neighborhood would 
be spiritually nourished by its grandeur and beauty** 
Hawthorne stressed the necessity of reflective thinking; he did not 
*The House of Seven Gables, p* 267* 
^"Lichfield and Uttoxeter," Works, XI, 196* 
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believe that truly great art could be produced In an Intellectual vacuum* 
Though truth and beauty were the ultimate aim, they should be intimately 
connected with the artist, and the artist should serve his age* To him, art 
demanded all of man’s powers—cultivated to the utmost* He felt that the 
chief enemies of worthwhile achievement were impatience and love of fame, 
and he saw only one way to achievement t the artist must not only establish 
his practice, but also give it time for perfection before presenting himself 
to the scrutiny of the world. It is to Hawthorne's credit that he not only 
advocated such a program, but followed it himself in his austere and solitary 
period of seclusion in Salem, where he perfected his skill as a literary 
artist* 
Although Hawthorne emphasised the independence of the artist ta the 
point of believing that at his highest such genius needed no human inter¬ 
course , 1 and al&hougi he separated the artist from human interrelationship 
o 
by his conviction that bodily work and intellectual activity are incompatible, 
he did not believe that the artist should or could live in an ivory tower* 
Donate lie' a experience with the darker realities is universally applicable: 
It wae perceptible that he had already had glimpses of strange and 
subtle matters in those dark caverns, into which all men must descend, 
if they would know anything beneath the surface and illusive pleasures 
of existence* And when they emerge though dazzled and blinded by the 
first glare of sunlight, they take truer, and sadder views of life 
forever afterwards*3 
Even Hilda, the saint-like earthly-angel "wee coming down from her old tower, 
to he herself enshrined and worshipped as a household saint. In the light ef 
1 
The House of Seven Gables, p* 327* 
gThe Blithe da le Romanos, p* 1*77* 
3The Marble Faun, pp* 7liO~7lil* 
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her husband's fireside."* 
Hawthorne was a conscious artist whe attempted to make concrete his 
concepts of truth and beaut/ by synthesising content and form, as well as 
by a fusion of the idea and the external reality. Of his major romances, 
The Scarlet Letter represents his most perfect achievement of this goal. 
The deliberate haziness and multiple Implications of this romance are counter¬ 
balanced by the firm clarity of its technique, in structure and in style. 
This clarity is embodied in the lucid simplicity of the basic action; in the 
skillful foreshadowing by which the plot is held together; in the bale not of 
episode and scene; in the continuous use of contrast; in the firmness and 
selectivity of pictorial composition; In the carefully arranged climatic 
order of incident and tone; in the artistic detachment of the authors atti¬ 
tude ; and finally in the purity and balance of style. Bliss Perry maintains 
that Hawthorne's ability te deeply synthesize form and content is due te his 
spontaneous instinct. He states that Hawthorne was born with a fair- 
proportioned mind, and that his works reveal that the desire to create 
2 
beautiful things was an integral part of his personality. 
Throughout his literary career, Hawthorne held truth and beauty te 
be the ultimate goals of artistic genius. He sought te achieve his ends 
in an art form called the Romance. This genre, along with a theory which 
placed great emphasis on the role of the imaginative processes, allowed him 
the freedom te present truth under circumstances of his own choosing and/or 
creation. 
*lbld., p. 855. 
2Bliss Perry, A Study of Prose Fiction (New fork, 1920), p. 216. 
CHAPTER III 
THE FUNCTION OF HAWTHORNE'S ALLEGORICAL DEVICES 
Defined in the nost elementary and comprehensive terme» allegory is 
merely • representation of one thing in the form of another* A definition 
more germane te literature » however, is that allegory is a process by which 
the spiritual is embodied in the physical* To go a step further, the main 
purpose of allegory is te embody a spiritual action in a physical action* 
Bty making a suitable physical object stand for something metaphysical, or 
at least for that which cannot be contained in the terms of normal everyday 
life, the writer brings to his readers, through the representation of 
external objecta, an awareness and knowledge which transcend the limitations 
» 
of such external realities* Allegory, then, deals primarily with internal 
realities by cracking the brute surface of things external to get to the 
deep cere of the meaning lying underneath* 
Hawthorne's allegorical scheme exista for the performance of three 
primary functional (1) the conversion of spiritual truths into physical 
experiences, (2) the portrayal of character, and (3) the advancement ef 
narration* Through the use of allegory, the author finds a neutral ground 
between reality and Imagination in order to effect a semblance of truth* 
This allegorical method is developed through the interrelation of background, 
characters, the action of the characters, dress, and light and color Impli¬ 
cations* Characters are used as embodiments of spiritual truths, and, in 
turn, to mal» ideals tangible or concrete* Actions of these characters, 
their physical appearances, their diseases and ailments, their names, and 
articles closely associated with them make concrete inner qualities of their 
outward nature* Natural settings and backgrounds are used to reflect and 
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point up moods and ensuing action* Color, light and shadow perform all of 
these functions* The method is selective) that is, every image has allegori¬ 
cal significance, every scene has a deeper meaning* 
The theme of Hawthorne's romances is the psychological effects of sin, 
and his characters are means by which he illustrates the sin, the remorse, 
and the retribution* The characters, then, are of immense importance, for 
they make concrete universal moral concepts* These characters may be ex¬ 
amined in terns of what F.9* Matthiessen calls the psychology of the head 
and the heartWhen the characters are examined in these terms, a central 
theme emerges in Hawthorne's romances—the problem of life in an evil world* 
In The Scarlet Letter alone one may cite numerous references to the omni¬ 
presence of evil) for example, the presence of Mistress Hibbins (who is 
representative of ubiquitous evil) in town, and Hester's recognition of evil 
in Chapter Five of that romance, in which she senses evil in magistrate and 
minister, in sanctimonious matron and blushing maiden* Hawthorne explores 
possible solutions to the problem, and, making use of the head-heart psy¬ 
chology, sees man torn between these two elements in his make-up* As 
Matthiessen points out, the head and the heart may be called, respectively, 
thought and emotion, or perhaps reason and passion* To a certain extent, 
the heart may be equated with nature and the head with art) that is, intel¬ 
lectual activity in philosophy, art, or science* In other words, to Hawthorne, 
the head is that quality which elevates men above the level of animals* We 
must not assume, however, that Hawthorne placed his entire faith in either 
the head or the heart) rather, both are necessary elements that must be 
present in every man* Nor can we assume that either is inherently good or 
^Matthiessen, op* cit*, pp. 337-351* 
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bad* Hawthorne often refers to the heart as a foul cavern containing 
several levels of good and evil, the greatest good being the deepest; this 
idea is clearly stated in an entry in The American Notebooks: 
The human Heart to be allegorised as a cavern; at the entrance 
there is sunshine, and flowers growing about it* lou step with¬ 
in, but a short distance, and begin to find yourself surrounded 
with a terrible gloom, and monsters of divers kinds; it semes 
like Hell itself* Tou are bewildered, and wander long without 
hope* At last a light strikes upon you* lou peep towards it, 
and find yourself in a region that semes, in some sort, to 
reproduce the flowers and sunny beauty of the entrance, but all 
perfect* These are the depths of the heart, or of human nature, 
bright and peaceful; the gloom and terror may lie deep; but 
deeper still is the eternal beauty*^- 
Hawthorne's most sustained use of the heart image can be found in The 
House of Seven Gables* The house itself is an image more comprehensive than 
any of the hinan characters* The house of seven gables is not quite spacious 
enough to contain the world, but it is adequate to hold the considerable 
problems of the Pyncheons* As in Poe's The Fall of the House of Usher, 
family and house are interchangeable* From the first the dwelling is made 
humant 
The aspect of the venerable mansion has always affected me like a 
human countenance, bearing the traces not merely of outward storm 
and sunshine, but expressive, also, of the long lapse of mortal 
life, and accompanying vicissitudes that have passed within** 
Its "aspect," then, shows the effects of time, mortality, and vicissitude, 
through the outer envelope of physical weathering* It is a living, sentient 
organism, "like a great human heart, with a life of its own, and full ef 
rich and sombre reminiscences*"3 Its "great chimney in the centre" is made 
^Stewart, op* cit,, p* 98* 
*The House of Seven Gables, p* 21*5* 
^Ibid>, p* 258* 
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to represent a heart» which warms and unifies the entire structure» making 
"a great whole" of the smaller units of the seven gables* 
The dangers of too great a reliance on heart alone are exemplified 
in the character of Hollingsworth in The Blithedale Romance. Hawthorne 
stresses the point that Hollingsworth's finest gift is his great heart» but 
since it overbalances the head»the reformer is somehow incomplete. Because 
he lacks controlling intellect» Hollingsworth's heart is destroyed as phi¬ 
lanthropy becomes his one "ruling passion» in one exclusive channel*" 
The head» however» is inherently no better* The cold» speculative» 
intellectual man commits a sin of isolation which must eventually destroy 
him* Cover da le in The Blithedale Romance» Holgrave in Pie House of Seven 
Gables and Chillingworth in The Scarlet Letter are good examples* Coverdale's 
prying interest in other people's hearts almost dehumanizes him* He shows 
his awareness of his head-heart disequilibrium when he says: 
That cold tendency, between instinct and intellect» which made me 
pry with a speculative interest into people's passions and impulses» 
appeared to have gone far towards dehumanizing my heart*1 
Holgrave's inward-looking intellectual attitude almost destroys his heart* 
This tendency is objectified by hie interest in daguerreotypes and the 
"Alice Story,and in his temptation to violate the aanctity of Phoebe's 
soul with mesmerism* 
To a disposition like Holgrave's, at once speculative and 
active, there is no temptation ao great as the opportunity of 
acquiring empire over the human spirit} nor any idea mere 
seductive to a young man than to become the arbiter of a young 
lady's destiny* Let us, therefore,—whatever his defects of 
nature and education, and in spite of his scorn for creeds and 
institutions,—concede to the daguerreotypist the rare and high 
*Tha Blithedala Romanes, p* 530» 
2The House of Seven Gables, pp. 355-369* 
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quality of reverence for another's individuality* Let us allow 
him integrity, also, forever after to be confided in; since he 
forbade himself to twine that one link more which might have 
rendered his spell over Phoebe indissoluble*1 
Chillingworth' s heart is so withered by intellect that he is incapable of 
being softened by remorse* In his desire for personal revenge, he pries 
into the secrets of Cimmesdale ' s heart, which results in his dehumanisation 
and his ultimate doom* 
He had begun an investigation, as he imagined, with the severe and 
equal integrity of a judge, desirous only of truth, even as if the 
question involved no more than the air-drawn lines and figures of 
a geometrical problem, Instead of human passions, and wrongs inflicted 
on himself* But, as he proceeded, a terrible fascination, a kind of 
fierce, though still calm, necessity seised the old man within its 
gripe, and never set him free again, until he had done all its bidding* 
He now dug into the poor clergyman's heart, like a miner searching for 
gold) or, rather, like a sexton delving into a grave, possibly in 
quest of a jewel that had been buried on the dead man's bosom, but 
likely to find nothing save mortality and corruption* Alas for his 
own soul, if these were what he sought l? 
One solution to the problem of successful life, then, would seem to 
be in a balance between head and heart* Holgrave is saved from his sin by 
the achievement of such a balance* His union with Phoebe adds heart, or 
human sympathy, to the strong quality of head or intellect that he already 
possesses* For some, however, this solution is not possible* Clifford 
and Hepsibah have become much too isolated ever to renew the normal life» 
saving intercourse with their fellowmen* In the course of the narrative, 
Hawthorns indicates that it is doubtful that Clifford would have survived 
his leap from the window into the great center of humanity,3 and it ia 
Impossible for Hepzibah and Clifford to go to church and so mingle again 
^Ibid*, p. 370. 
^The Scarlet Letter, p* 160* 
3The House of Seven Gables, pp. 3U2-3U3* 
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in the greet surge of humanity*^ 
To Hawthorne, the Unpardonable Sin is the result of the complete 
separation of head and hearts 
The Unpardonable Sin might consist in a want of lore and reverence 
for the Hunan Soul; in consequence of which, the investigator 
pried into its dark depths, not with a hope or purpose of making 
it better, but fra» a cold philosophical curiosity,—content that 
it should be wicked in whatever kind or degree, and only desiring 
to study it cut* Would not this, in other words, be the separation 
of the intellect fren» the heart?* 
This passage, written in The American Notebooks, gives s perfect description 
of the character and actions of old Roger Chillingworth of The Scarlet 
Letter, and Hawthorne apparently had it in mind when he developed such a 
character* 
Chillingworth is an excellent example of Hawthorne's development 
of symbolic character* He represents the origin, growth, and effect of 
sin; therefore, his character does not remain static: he becomes a symbol 
of Unpardonable Sin as a result of recurring references to him and his 
actions in relation to the idea that he symbolizes* In the course of the 
story, it is revealed that he is a man who had once had a heart, and who 
still retains possibilities for good when he enters the Puritan society* 
Even his expression is "calm, meditative, and scholar-like•" Indeed, he 
recognizes his sin in wronging Hester—a sin which was after all an under¬ 
standably human one which arose fra» a desire for the simple, human happi¬ 
ness open te all humankind. At this point, Chillingworth is still capable 
of remorse and is still able to rejoin the great heart of mankind* In his 
desire, however, for personal revenge, he violates the sanctity of 
*Ibid», p. 3UU. 
o 
Stewart, op* clt*, p* 106 
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Dimmesdale * s heart, and the latent evil in the man possesses him* He pulls 
at the minister's heart strings and looks into him with curiosity* The sin 
of intellect and the ego has developed in what in its effects becomes the 
Unpardonable Sin; for Chillingworth can feel no remorse* The physician 
tells Hester this in so many words when she confronts him after the second 
scaffold scene* She shows him that he can find salvation if he can only 
find it in his heart to pardon the minister's transgression* But his heart 
is already withered, and at this point his fate is irrevocably sealed* He 
has become the victim of a dominant purpose which has so completely de- 
humanised him that he cannot exist in a world of men after Dlmmesdale's 
death* Chillingworth, then, is a man who at the beginning of the tale 
stands in a normal position in the community* When he embarks on revenge, 
however, he becomes representative of the Puritan society in its worst form* 
With Hester and Dimmesdale, however, the situation is entirely differ¬ 
ent; for them there is present a true head-heart struggle which enables them 
to achieve insight and rise above the moral level of the community. Each 
one sins and each is isolated by the sin, but the effects of ovil take 
different paths in each and lead each to a different resolution* The reason 
for this is that the balance of head and heart is different in each* Hester 
is pictured throughout the early chapters of The Scarlet Letter as a creature 
of the heart* Her passionate nature ia described, and the generosity of her 
heart is attested by Dimmesdale and the works of charity that she performs 
in the community* Dimmesdale, on the other hand, is a creature of the head* 
Though he has fine spiritual sensibilities and though the heart is probably 
the cause of his sin, Hawthorne continually mentions the learning he has 
brought from Europe, the intellectual discussions between the minister and 
the physician, and the union of "two cultivated minds" that arose between 
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then. 
After the first scaffold scene, Hester and Dimes dele begin to work 
out their penance in isolation, and in both characters the isolation takes 
the sane fora# Both give themselves over to introspection# Hester's 
heart, however, cannot be turned completely to head, for she is fortunate 
in having little Pearl, who helps her to keep a reasonable balance# 
Dinaaesdale, on the other hand, suffers in complete isolation, for the sin 
is all within him, and his torture is unmitigated by any human love# He 
is partially released from this unhealthy state by his meeting with Hester 
and little Pearl in the second scaffold scene* As he takes Pearl by the 
hand, there comes to him 
s tumultuous rush of new life, other life than his own, pouring like 
a torrent into his heart, and hurrying through all his veins, as if 
the mother and the child were communicating their vital warmth to 
his half-torpid system#1 
The minister's insist is not complete, however, for though his heart has 
been softened, still his head conflicts with it, and he continues to dread 
public exposure. His moral triumph is later objectified by the Election 
Sermon and the third scaffold scene, where he reveals his sin to the world# 
Hester achieves true insight when she leaves the Puritan community and loses 
herself in the mass of men# She learns in time that only in the Puritan 
community does her reality lie# With this insight, she returns, assumes 
again her stigma, and, while seeking her own salvation, reminds the people 
constantly of the omnipresence of sin# 
The theme of the Fall is one of the central problems in The Marble 
Faun# Here, Hawthorne creates a faun-like creature, a child of nature who 
ic Scarlet Letter, p# 17U# 
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has "no conscience, no remorse, no burden on the heart, no troublesome 
recollections of any sort; no dark future either"—in short, a creature of 
heart who, lacking in the element of intellect, is something less than 
human* Donatello, who perhaps represents Adam before the Fall, sins in a 
moment of great passion, and consequently isolates himself in a tower far 
off in the mountains* But, like Dimsesdale, he learns that remorse which 
looks inward is not enough, that only through love and a return to life 
will he find a soul* Kenyon, his friend and advisor, notes that 
as his ^Eonatello's^ mind roused itself,—as it rose to a higher 
life than he had hitherto experienced,—whatever had been true 
and permanent within him revived by the self-same impulse* So 
has it been with his love.l 
Donatello retains the vitality of his affection and develops a deepened 
character—the result of a 
vivified intellect, and of spiritual instruction that had come 
through sorrow and remorse; so that instead of the wild boy, the 
thing of sportive, animal nature, the sylvan Faun, here was now 
the man of feeling and Intelligence *? 
But to attain this position, he had to sin and sacrifice whatever normal 
happiness the world could give* 
The same is generally true of Miriam* She, a rich creature of heart 
and mind, had already achieved some insight into life when she saw that if 
Donatello was to survive in the world, he must become "as wise and as 
wretched as all the rest of mankind*" Through her sin and remorse, and 
through her warm union of heart with Donatello, she achieves deeper insight, 
for she asks Kenyon: 
^The Marble Faun, p* 752* 
2Ibld., p* 775. 
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Was that very a in,—into which Adam precipitated himself and all 
his race,--was it the destined means by which, over a long path* 
way of toil and sorrow, we are to attain a higher, brighter, and 
profounder happiness, than our lost birthright gave? Will not 
this idea account for the permitted existence of sin, as no other 
theory can?' 1 
The answer that Hawthorne gives is seemingly a qualified yes—for seme men* 
And those who fellow that path will achieve their insight only through sin 
and isolation* In this way only can the true seeker succeed, and this is 
the solution that Dimnesdale and Hester achieve* 
But there is another solution which entails its own sacrifice* It 
must be noted that when Miriam poses the question, Kenyon refuses to follow 
her; but he does not turn his back completely on the truth* To a certain 
extent he is another Holgrave, and he follows Holgrave's path. Both eventu¬ 
ally turn their backs on speculation and immerse themselves, through love 
and marriage, in the great sea of humanity* He perceives the truth through 
his intellect, not his heart, and he mentions it to Hilda, the image of 
almost complete spiritual perfection* Kenyon offers this interpretation of 
Donatello's transformation to Hilda: 
'He perpetrated a great crime; and his remorse, gnawing into his aoul, 
has awakened it; developing a thousand high capabilities, moral and 
intellectual, which we never should have dreamed of asking for, with* 
in the scanty compass of the Donatello whoa we knew**2 
Kenyon then develops the implications of this interpretation: 
'Sin has educated Donatello, and elevated him* la sin, then,—which 
we deem such a dreadful blackness in the universe,—is it, like 
sorrow, merely an element of human education, through which we 
struggle to a higher and purer state than wa could otherwise have 
attained? Did Adam fall, that we might ultimately rise to a far 
loftier paradise than his?'3 
^Tbid*, p* 8U0* 
^Ibid* , p* 851i» 
3Ibid. 
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Hilda will not accept this, but she cannot refute it, and Kenyon, faced 
with a choice, turns his intellect with his love for the girl* And just as 
Phoebe becomes graver and more womanly as a result of her experience, so 
also is Hilda humanized and made more tender by the crime she has witnessed* 
When she accepts Miriam's bracelet, we recognize this fact* Acceptance of 
the bracelet apparently means that Hilda is no longer repulsed by Miriam 
and her crime, but now understands and sympathizes with Miriam and her 
spiritual suffering; thus Hilda has added to her own quality of heart* 
Kenyon and Hilda, then, like Holgrave and Phoebe, will be absorbed Into the 
great heart of mankind* And since they take the path different from that 
of Donatello and Miriam, they must sacrifice the noblest qualities of man 
and rest content in what is happy in the normal lives of men* Symbolic of 
their inability to understand completely the priceless insight which their 
old friends now possess, they seem to see Miriam standing on the other side 
of a fathomless abyss*^ 
In The Marble Faun, then, Hawthorne presents two solutions to the 
problem of life* Men can act in either of two ways in this evil world, and 
each way entails its own sacrifice and its own reward* If a man is to 
develop the noblest qualities of mind and heart and so achieve true and 
profound insight into the problem of human existence, he must sin, incur the 
perilous state of isolation and sacrifice whatever happiness can be achieved 
in a troubled world* On the other hand, he may seek his earthly blisses 
and sacrifice his individuality in the common anonymity of ordinary life* 
The solutions are equally satisfactory, but Hawthorne, like Milton, implies 
that only in the former is there hope for true moral progress* In an evil 
^•Ibid., p* 855. 
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world, then, man le presented with two alternatives* They are mutually 
exclusive and cannot be reconciled* Confronted with the problem of life in 
an evil world, the good and intelligent man has this choice—and choose he 
must* 
Groups of characters, as well as individual characters, take on 
allegorical meaning through the artistic genius of Hawthorne* In The Scarlet 
Letter, the inhabitants of the Puritan community represent the head divorced 
to a large extent from the heart* The Puritan society is an evil one—a 
society which collectively has committed the sins of Ego and Pride* Mistress 
Hibbins, the town witch, notes the evil that is present, and the egocentric 
self-satisfaction of the old matrons at the scaffold scene substantiate this 
fact* If further proof is needed, one may consider the Puritan ministers, 
whose intellectual development makes them incapable of sitting in honest 
judgment on a woman's heart* 
Hawthorne had no difficulty in interpreting human nature* Believing 
that the physical frame is but an embodiment of the inner moral rectitudes, 
he adopted methods of characterization and of representing inner states 
through physical appearances, diseases, gestures and facial expressions, 
names, by acts toward others, and through articles closely associated with 
the individuals* 
The author makes the physical aspect of many of his characters analo¬ 
gous to their moral nature* Judge Jaffrey Pyncheon, the one evil person in 
The House of Seven Gables, is the embodiment of Pyncheon pride and greed. 
He is dehumanised by his exclusive preoccupation with the material* The 
principles of disproportion and excess are fundamental in him and are the 
source of his evil* His materialism is figured in his physical massiveness* 
Hawthorne compares his life to na sculptured and ornamental pile of 
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ostentatious deeds," beneath which is buried "some evil and unsightly thing"; 
and again to a stately palace, in which somewhere lies a corpse, "half 
decayed,and still decaying, and diffusing its death-scent all through the 
pa lace l" ^ His false outer self is clothed in a s unlike benevolence, which 
hides the dark, corpse-like soul within* This sun, his feigned guise, is 
too warm for comfort, however* Phoebe finds herself 
quite overpowered by the sultry, dog-day heat, as it were, of benevolence, 
which this excellent man diffused out of his great heart into the sur¬ 
rounding atmosphere,—very much like a serpent, which, as a preliminary 
to fascination, is said to fill the air with his peculiar odor*2 
His true nature, on the other hand, is imaged in a thundercloud, sudden in 
appearance and especially shocking by contrast* 
It was quite as striking, allowing for the difference of scale, as 
that betwixt a landscape under a broad sunshine and just before a 
thunder-storm; not that it had the passionate intensity of the latter 
aspect, but was cold, hard, immitigable, like a day-long brooding 
cloud** 
Judge Pyncheon is striking as an evocation of the power of evil, a power 
which is projected by images of hugeness, of darkness, and of hardness* He 
is defeated in his materialistic grasping only by the hereditary enemy of 
the Pyncheons, death by apoplexy* 
In The Scarlet Letter, Chilllngworth is represented as the incar¬ 
nation of evil* & is also portrayed as a symbol of guilt, Dimmesdale's 
guilt* As a symbol of guilt, he is a leech, draining his patient of nerve, 
will, and physical energy * As he proceeds te delve into the minister's 
hesrt, his physical form becomes stooped and malformed, "with a face that 
^The House of Seven Gables, p* 381* 
2Ibid** p. 311*. 
3Ibid* 
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haunted own's memories longer than they liked," and he gradually shrivels 
as Hester and Dimraeadale ease closer to full recognition of him» 
Entries in the notebooks evidently contributed to the development of 
the character of ChIllingworth• In 181*2 Hawthorne recorded in The American 
Notebooks the following suggestion: "To symbolise moral or spiritual disease 
by disease of the body...."f and in 181*7 another entry was made which has 
significant bearing on the character of Chillingworth: "A story of the effects 
of revenge, in diabolising him who indulges in it»"2 These ideas find appli¬ 
cation not in disease, but in the physical deformity which, with appropriate 
imagery, increases as his moral nature becomes more degraded» At the be¬ 
ginning of the romance, he is only "slightly deformed, with the left shoulder 
a trifle higher than the right"} but aa the story progresses he becomes "mis¬ 
shapen" and "hump-shouldered*" This diabolical transformation of the leech's 
character was evidenced not only by sn increasing physical deformity but also 
by "an eager, searching, almost fierce, yet carefully guarded look," and by 
"a glare of red light" which was emitted, on occasion, from his eyes» After 
the death of Dimmesdale, "Nothing," Hawthorne tells us, 
was more remarkable than the change which took place..«in the 
appearance and demeanor of the old man known as Roger Chillingworth» 
All his strength and energy—all his vital and intellectual force- 
seemed at cnee to desert him} insomuch that he positively withered 
up, shrivelled sway, and almost vanished from mortal sight, like sn 
uprooted weed that lies wilting in the sun» This unhappy man had 
made the very principle of his life to consist in the pursuit and 
systematic exercise of revenge; and when, by its campletest triumph 
and consummation, that evil principle was left with no further 
material to support it, when, in short, there was no mere Devil's 
work on earth for him to do, it only remained for the uhhumanised 
■^Stewart, op» cit», p. 11» 
2Ibid. 
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mortal to betake himself whither his Master would find him tasks 
enough, and pay him his wages duly*) 
Dlmmesdale, a "remorseful hypocrite,* tortured by secret guilt, 
forces himself to live a perpetual lie in public* His own talents for self 
torture are supplemented by the situation as well as by the monomania cal 
efforts of Chillingworth* His knowledge of his sin is agony* he grows pale 
and meager—it is the asceticism of a saint on earth* Speaking of his own 
affliction in his observation on men who bury evil secrets in their hearts, 
Dimmesdals says 
'it may be that they are kept silent by the very constitution 
of their nature. Or,—can we not suppose it?—guilty as they 
may be, retaining, nevertheless, a seal for God's glory and 
man's welfare, they shrink from displaying themselves black 
and filthy in the view of men; because, thenceforward, no 
good can be achieved by them; no evil of the past redeemed by 
better service* So, to their own unutterable torment, they 
go about among their fellcw-creatures, looking pure ss new- 
fallen snow; while their hearts are all speckled and spotted 
with iniquity of which they cannot rid themselves*'^ 
And yet he later expresses the idea that it la better for the sufferer to 
show his pain, rather than to keep it covered up in his heart*' Coming to 
a partial recognition of the sinister motives of Chillingworth, the minister 
says* 
'•••If it be the soul's disease, then do I commit myself to 
the one Physician of the soull He, if it stand with hia good 
pleasure, can cure; or he can killl Let him do with me as, 
in hia justice and wisdom, ho «hall see good* But who ait 
thou, that meddlest in this matter?—that dares thrust him¬ 
self between the sufferer and his God?'** 
^Ihe Scarlet Letter, p* 238* 
2Ibid.. p* 162* 
3Ibid. , p* 161». 
^Ibid*, p. 165. 
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In his mistaken philanthropy, Hollingsworth (of The Blithe dale 
Romance) sins «gainst Blithed*Le, against Zenobla, against Corerdale, and 
even against Priscilla. He joins the Blithe da le experiment without interest 
in its aims and plans deliberately to betray it for his own purposes. He 
casts aside Corerdale, his good companion, for refusing to subnit himself 
to the great plan. " 'Be with me,' said he, 'or be against mel There is 
no third choice for you.' Zenobla, in her final strong counter-attack 
against his judgment of her, charges, * '...because Corerdale could not be 
2 
quite your slave, you threw him ruthlessly away.' " To further his purposes 
he is ready to abandon Priscilla to Westerrolt and Zenobla, an act which 
would hare meant her spiritual ruin. He uses Zenobla, exploits her lore for 
him, then judges her over-harshly and drives her to suicide. All this he 
does from the most philanthropic motives. His overruling purpose causes in 
him "a stern and dreadful peculiarity." He is powerful, barrel-chested, 
shaggy-headed, deep-browed and dark complexioned; a troglodyte. Seeing him 
from this point of view, Corerdale finds him positively devilish--a dis¬ 
tortion which corresponds to the inner distortion of Hollingsworth's spirit * 
...the features grew more sternly prominent than the reality, 
duskier in their depth and shadow, and more lurid in their light; 
the frown that had merely flitted across his brow, seemed to have 
contorted it with an adamantine wrinkle .3 
Another striking character in this romance is Westervelt, who, be¬ 
sides being the incarnation of Zenobla's guilt, represents spiritual evil 
in its most characteristic modem guise. He is wholly a materialist, a 
living negation of all values. He believes in neither geod nor evil, as is 
*The Blithe da le Remanoe, p. 519. 
2Ibid., p. 568. 
^Ibid., p. U80. 
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evident in his feelings about Zenobla's suicide* The main principle of 
Westervelt's character is the materialist error of mistaking appearance for 
reality; like Judge Pyncheon of The House of Seven Gables» he sees only the 
big» solid unrealities of life* He is not only the victim of this delusion» 
but the cause of it in others* Zenobia was originally entrapped by his a- 
maeing physical beauty; she found nothing beneath the surface* His real 
falsity and deadness are quickly apparent te Cover da le and are only ac¬ 
centuated by his faultless exterior* This quality of sham is prosaically 
symbolized by one false note; on close inspection it is discovered that his 
handsome teeth are false* In his capacity as a mesmerist he commits the 
Unpardonable Sin» like ChIllingworth, by violating the individuality of 
Priscilla* He is Satan walking the modern world* As a walking stick he 
carries the serpent staff, which betrays the devil's presence* At times 
his eyas sparkle "as if the Devil were peeping out of them*" 
In Fanshawe, the villain, Butler, is vaguely described as a mysteri¬ 
ous stranger with a dark countenance and foreign manners* It is Fanshawe 
who observes that " 'The glow of many a hotter sun than ours has darkened 
his brew; and his step and air have something foreign in them****' nl His 
face reveals traces of "hardship, peril, and dissipation*" His eye is "bold" 
and his smile "derisive" or "ironical*" On occasion his look becomes "wilder 
and fiercer" or "dark and fiend-like," or is marked by a "wild earnestness*" 
In his attempt te seduce the heroine, Ellen Lengton, Butler cites Scripture 
for his purpose* Hawthorne very probably had before him no more definite 
prototype than Satan of the Bible and of Paradise Lost* In contriving the 
situation in which Butler stands at the foot of a precipice while Fanshawe 
^Fanshawe, p. 16* 
ho 
watches from the tep of the cliff, Hawthorne may hare had in mind Uriel's 
observation of Satan* The following sentence scans distinctly reminiscent 
of Milton's passage: 
There was something awful, to his ^Butler's/ apprehension» in the 
slight form that stood so far above him, Ilka a being from another 
sphere, looking down upon his wickedness*^ 
Still another villain to be considered is Miriam's persecutor, the 
model in The Marble Faun* He is described very vaguely: "a wild visage was 
indistinctly seen, floating away, as it were, into a dusky wilderness of 
2 
mustache and beard." In several aspects—his bearded face, his inconspicuous- 
ness, and his inexorable pursuit of his victim—the model recalls Chillingworth• 
As a persecutor of women he resembles We starve It, Mauls, Butler, and ethers. 
Moreover, in the treatment of the character in relation to his victim, 
Hawthorne draws upon his first work, Fanahawe. The model, like Butler, 
shrouds his face In a cloak. His victim, Miriam, like Ellen Langton, kneels 
before her enesy supplicating release. And, again, a precipice serves in 
both stories as a means of disposing of the villain. Hawthorne suggests 
that the model, the spectre of Miriam's guilt, has lived and perhaps sinned 
for centuries. 
Diseases are also used by Hawthorne to represent spiritual infirmity 
or habitual enclosure. He attempts "to symbolise moral or spiritual diseases 
by disease of the body;—thus, when a person committed any sin, it might 
cause a sore to appear on the body...."3 The wealthy, like Judge and Gervayaa 
Pynchecn of Tha House of Seven Gablea and Governor Bellingham ef The Scarlet 
Letter, who gorge themselves on rich food and who never have to do a day's 
^Tbid., p. 7U. 
^Thc Marble Faun, p. 606. 
^Stewart, op* cit«, p. 89. 
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work, suffer from such mslsdies as gout and dyspepsia. Poverty-strickensd 
seamstresses like Priscilla and her mother of The Blithedale Romance, who 
never have the opportunity to leave their work to get out in the fresh air 
and sunshine» suffer from anemia. On the occasion of Priscilla's first 
appearance at Blithedale» Zenobla says that the mysterious girl is neither 
more nor less than a seamstress from the city* 
'There is no proof you would be likely to appreciate» except the 
needle-marks on the tip of her forefinger. Then» my supposition 
perfectly accounts for her paleness» her nervousness» and her 
wretched fragility. Poor thing! She has been stifled with the 
heat of a salamander-stove» in a small» close room» and has drunk 
coffee» and fed upon doughnuts» raisins» candy» and all such trash» 
till she is scarcely half alive; and so» as aha has hardly any 
physique » a poet» like Hr. Miles Coverdale» may be allowed to think 
her spiritual.'1 
Weak and sickly students—like Fanshawe in the romance by that name- 
leave their health between the pages of books. Fanshawe is the indefatigable 
scholar whose health has been undermined by a too close application to his 
studies* 
There was a nobleness of his high forehead» which time would have 
deepened into majesty; and all his features were formed with a 
strength and boldness» of which the paleness» produced by study 
and confinement» would not deprive them. The expression of his 
countenance was not a melancholy one* on the contrary» it was 
proud and higi, perhaps triumphant» like one who was a ruler in 
a world of his own» and independent of the beings that surrounded 
him. But a blight, of which hia thin pale cheek, and the bright¬ 
ness of his eye» were alike proofs» seemed to have come over him 
ere his maturity.2 
He leads a solitary life» confining himself sedulously to his chamber except 
for an hour at sunset, when, es was Hawthorne's practice not only when he 
wrote the romance but during the entire period of his residence in Salem, 
^The Blithedale Romance, p. k$8. 
^Fanshawe, p. U 
he goes for a walk* Bat Fanshawe is not the ineffectual person whom one 
expects to find in this role* His strong» bold features and the expression 
of triumphant pride on his countenance indicate the presence of a power 
which is likely to prove formidable in his relations with less ideal charac¬ 
ters* And the events of the story amply demonstrate this force of personality 
Fanshawe wins» only to refuse» Ellen Langton’s love* Moreover» he triumphs 
over Butler» the villain» by sheer intellectual power* 
Fanshawe turned calmly» and fixed his eyes on the stranger* 
’Retire» sir»* was all he said* Ellen almost shuddered» as if 
there were a mysterious and unearthly power in Fanshawe * a voice; 
for she saw that the stranger endeavored in vain» borne down by 
the influence of a superior mind» to maintain the boldness of 
look and bearing that seemed natural to him* He at first made 
a step forward, then muttered a few half-audible words; but, 
quailing at length beneath the young man’s bright and steady eye, 
he turned and slowly withdrew*1 
Clifford Pyncheon of The House of Seven Gables, although not devoted 
to scholarship or scientific experimentation, belongs—as a result of an 
inherently delicate nature and a long unjust imprisonment—with this group 
of characters* His nature is guided by a "love and necessity for the Beauti¬ 
ful*" He has the "thin delicate fingers" of the artist* His aversion to 
the ugly is expressed in the Instinctive turning of his eyes from the un¬ 
gainly Hepzibah, or in the shedding of tears upon viewing the horrible ugli¬ 
ness, "spiritual as well as physical," of a monkey which accompanies an 
organ grinder* Clifferd’s antipathy to Judge Pyncheon is profounds 
Even had there been no bitter recollections*•*, the mere natural 
repugnance of the more sensitive system to the massive, weighty, 
and unlmpressible one, must, in itself, have been disastrous to 
the former*^ 
1TMLd*, p* 21* 
^The House of Seven Gables, p* 388* 
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Clifford is a porcelain vase; the Judge» a granite column. Consequently, 
his frail, sensitive nature is almost destroyed by the superior force of un¬ 
feeling intelligence and worldly power. 
Characteristic gestures of individuals serve, like physical appearances 
and disease, to emphasize inner traits. In The Scarlet Letter. Dlmmesdale 
clutched his heart constantly, indicating an equally constant awareness of 
his guilt. He was extremely conscious of the growing pain of the secret held 
tight within his heart, and his every conscious act gave indication of his 
agitation t it allowed him no peace as it continued to eat at his moral system. 
His habit of holding his hand over his heart recalls Elliston*a (The Bosom 
Serpent) gesture by which he "clutched both hands upon his breast as if an 
intolerable sting or torture impelled him to rend it open and let out the 
living mischief.* His "white, lofty, and impending brow," his "careworn 
and emaciated" countenance, his voice "sweet, tremulous, but powerful," his 
formidable scholarship, his solitude—all are qualities which recall Fanshawe. 
Whereas Fanshawe fails because of physical collapse, Dlmmesdale fails because 
of moral weakness, which in turn reacts on his physical nature. 
It is probable that Hawthorne, in creating the character of 
ChIllingworth, drew upon his intimate knowledge of Milton. When Uriel 
observed Satan en the Assyrian mount—a situation which, as has bean al¬ 
ready Indicated, seems to have suggested a scene in Fanshawe—he saw the un¬ 
restrained actions of the Evil One who supposed himself unobserved* 
Saw him disfigured, more than could befall 
Spirit of happy sort* his gestures flares 
He marked and mad demeanor, then alone, 
As he supposed, ell unobserved, unseen.1 
Similarly, Ch Illingworth, when he is alone with Dimmeadale, who is sleeping, 
\jahn Milten, Paradise Lest, Bk. IV, 11. 127*130 
behaves in a singularly wild and diabolical manner after he discovers the 
letter on the minister's breast: 
With what a ghastly rapture» as it were» too mighty to be expressed 
only by the eye and features» and therefore bursting forth through 
the whole ugliness of his figure» and making itself even riotously 
manifest by the extravagant gestures with which he threw up his arms 
towards the ceiling» and stamped his foot upon the floor 
Like Butler and Chillingworth» Matthew Mauls (grandson of the right¬ 
ful proprietor of the aoll occupied by the house of seven gables) bas» as s 
distinctive fecial expression» a "dark smile" which makes tta riddle of hie 
countenance•" By means of his mesmeric faculty he completely subjects Alice 
Pyncheon to his will* Upon her death» Mauls walks in the funeral procession» 
"gnashing his teeth" in bitter regret because his victim has escaped further 
operation of his diabolical powers* 
The notable points which characterise We starve lt~of The Blithedale 
Romance—are : eyes which "sparkled*««as if the Devil were peeping out of 
them"; "the wicked expression of his grin"; his polished manners and foppish 
dress; his "stick with a wooden head» carved in vivid imitation of that of 
a serpent"; and his subjection of Priscilla by mesmeric influence* Upen the 
death of Zenobia» who also was in same unexplained manner within his power» 
WestarveIt, like Mauls and Chillingworth under similar conditions» betrays» 
in the remark "She is now beyond my reach»* chagrin at the escape of s 
victim* The quality of falseness in Westervelt is represented by *• gold 
band around the upper part of his teeth» thereby making it apparent that 
every one of his brilliant grinders and incisors was a sham,*2 It was indeed 
*The Scarlet letter, p, 166* 
2The Blithedale Romance, p, U95* 
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rumored in the neighborhood that he was a wizard whose physical appearance 
was merely assumed and that in reality he was "a wizened little elf, gray 
and decrepit*" 
In The Marble Faun, Miriam's original sin is concealed by the de¬ 
liberate obscurity of the author's method* In one passage, however, 
Hawthorne assigns to her conduct similar to that of Chillingworth and 
perhaps Indicates thereby that she was under diabolical domination: 
•••fancying herself wholly unseen, the beautiful Miriam began to 
gesticulate extravagantly, gnashing her teeth, flinging her arms 
wildly abread, stamping her foot* It was as if she had stepped 
aside for an instant, solely to snatch the relief of a brief fit 
of madness» Persons in acute trouble, or laboring under strong 
excitement, with a necessity for concealing it, are prone to 
relieve their nerves in this wild way; although, when practicable, 
they find a more effectual solace in shrieking aloud* Thus, as 
soon as she threw off her self-control, under the dusky arches 
of tiie Coliseum, we may consider Miriam as a mad woman, concen¬ 
trating the elements of a long insanity into that instant 
As a result of the artistically unique manipulation of the author, 
even a smile, a sneer, or laughter becomes allegorically significant* 
After observing the facial expression of a town character, he noted the 
possibility of making such an expression representative of some inner trait: 
There was one fellow—named Randall I think—a round shouldered, 
bulky, ill-hung devil, with a pale, sallow skin, black beard, and 
a sort of grin upon his face, a species of laugh, yet not so much 
mirthful, as Indicating a queer mental and moral twist*? 
This indicative grin became a pattern for the expressions of some of 
Hawthorne's characters, especially Judge Pyneheon, to whom Hawthorne attri¬ 
butes "a ^characteristic^smile, so broad and sultry, that, had it been only 
half as warm as it looked, a trellis of grapes might at once have turned 
*The Marble Faun, p. 680* 
2Stewart, op* cit*, p* 1|8. 
purple under its summer-like exposure* el 
Even portraits in the romances of Hawthorne give indication of the 
moral nature of the characters* Of the portrait of old Colonel Pyncheon 
of The House of Seven Qablea it is said that 
Those stern, immitigable features seemed to symbolise an evil 
influence, and so darkly to mingle the Shadow of their presence 
with the sunshine of the passing hour, that no good thoughts or 
purposes could ever spring up and blossom here*" 
As Hepzibah pauses before the portrait of the stern old Puritan, her ancestor, 
and founder of the house of seven gables, she makes an accurate comparison 
of this man with Judge Pyncheon, her brother's living persecutor: 
In one sense, this picture had almost faded into the canvas, aid 
hidden itself behind the duskiness of age; in another, she could 
not but fancy that it had been growing more prominent, and 
strikingly expressive, ever since her earliest familiarity with 
it as a child* For, while the physical outline and substance were 
darkening away from the beholder's eye, the bold, hard, and, at 
the same time, indirect character of the man seemed to be brought 
out in a kind of spiritual relief* Such an effect may occasionally 
be observed in pictures of antique date* They acquire a look which 
an artiat • • .would never dream of presenting to a patron as his own 
characteristic expression, bat which, nevertheless, we at once 
recognize as reflecting the unlovely truth of a human soul* In 
such esses, the painter's deep conception of his subject's inward 
traits has wrought itself into the essenoe of the picture, and is 
seen after the superficial coloring has been rubbed off by time* 
While gazing at the portrait, Hepzibah trembled under its eye* 
Her hereditary reverence made her afraid to judge the character of 
the original so harshly as a perception of the truth compelled her 
te do* But still she gazed, because the face of the picture enabled 
her—et least, she fancied so—to read more accurately, end to a 
greater depth, the face which she had just seen in the street* 
'This is the very manl* murmured she to herself* 'Let Jeffrey 
Pyncheon smile as he will, there is that look beneathl Put on him 
a skull-cap, and a band, and a black cloak, and a Bible in one hand 
and a sword in the other,—then let Jeffrey smile as he might,—no¬ 
body would doubt that it was the old Pyncheon cone again! He has 
*The House of Seven Gables, p. 319* 
proved himself the very man to build up s new housel Perhaps! too, 
to draw down a new cursel’1 
While he and Phoebe are viewing a daguerreotype of Jeffrey Pyncheon, 
Holgrave and the girl pass essentially the same judgment as Hepzibah: 
*1 knew the face,' she replied; 'for its stern eye has been 
following me about all day* It Is ay Puritan ancestor, who hangs 
yonder in the parlor* To be sure, you have found some way of copy¬ 
ing the portrait without its black velvet cap and gray beard, and 
have given him a modern coat and satin cravat, instead of his cloak 
and band* I don't think him improved by your a Iterations •'2 
•You would have seen other differences had you looked a little 
longer,' said Holgrave, laughing, yet apparently much struck* *1 
can assure you that this is a modem face, and one which you will 
very probably meet* How, the remarkable point is, that the original 
wears, to the world's eye,—and, for aught I know, to his most intimate 
friends,—an exceedingly pleasant countenance, indicative of benevo¬ 
lence, openness of heart, sunny good-humor, and other praiseworthy 
qualities of that cast* The sun, as you see, tells quite another 
story, and will not be coaxed out of it, after half a dozen patient 
attempts on my part* Here we have the man, sly, subtle, hard, im¬ 
perious, and, withal, cold as ice. Look at that eyel Would you like 
to be at its mercy? At that mouthl Could it ever smile? And yet, 
if you could only see the benign smile of the origins 11* 3 
In The Blithe dale Romance, Hawthorne again parallels the outer 
characteristics of persons with truth as reflected in a picture* In this 
romance he puts forth the ides that moral conversion cannot be achieved 
through intellectual schemes, incessant industry, or technological progress; 
he emphasizes the idea that a spiritual sea change must be suffered* Re¬ 
calling the firelight, which at the beginning of the Blithe da le experiment 
had made the men look "full of youth, warm blood, and hope," Cover da le rue¬ 
fully remarks that its genial flow has now dwindled to "the merest phos¬ 
phoric glimmer, like that which exudes*««from damp fragments of decayed 
1Ibld., pp. 277-278* 
2Ibid*. p. 298. 
3lbid. 
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trees»"1 And there ere other futile attempts st regeneration* The drinkers 
in the saloon achieve "renewed youth and vigor, the brisk, cheerful sense of 
things present and to eons*—a feeling that lasts "for about a quarter of an 
hour*"2 The fate of those people is typified in the picture of a drunkard 
that hangs on the wall: 
•••in an obscure corner of the ialoon, there was a little picture— 
excellently done, wore over—of a ragged, bloated New England toper, 
stretched out an a bench, in the heavy, apoplectic sleep of drunken¬ 
ness* The death-in-life was too well portrayed. lou smelt the funny 
liquor that had brought on this syncope* Tour only comfort lay in 
the forced reflection, that, real as he looked, the poor caitiff was 
but imaginary,—a bit of painted canvas, whom no delirium tremens, 
nor so much as a retributive headache, awaited, on the morrow*3 
Most of the garments in Hawthorne's romances are accurate reflections 
of character* The massive women in the first pillory scene of The Scarlet 
Letter are swathed in petticoats and farthingales that match their "boldness 
and rotundity of speech"} Governor Bellingham's rigid devotion to outward 
forms may be seen in the hollow suit of armor, and his head and heart are 
separated by an imposing ruff} Mistress Hibblns wears a triple ruff for the 
same reason; the sea captain, the sailors, and the Indians express their 
individuality in their garb of scarlet and gold* 
In his romances, Hawthorne proves himself an expert nomenclater. 
Thus, the appropriate nomenclatures given to many of his characters reflect 
their personality or allegorical import* The names range from the outright 
emblematic type of the eld morality plays and allegories to those that are 
more subtlaly significant* The names of ChIllingworth, the cold-hearted 
villain, and Dlmmesdale, the faint-hearted minister of The Scarlet Letter 
1The Blithedale Romance, p* UU3* 
2Ibid*, p. 51*3* 
3Ibid», p* 5U2, 
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hare their origin in the emblematic type* Dlnaeedale représenta cowardice: 
his first name , Arthur, tends to suggest that devotion to a high ideal 
associated with King Arthur; his last name falls into two parts* "dim* 
suggests bath weakness and darkness, while "dale" is eemnetatively sug¬ 
gestive of the heart* ChIllingworth represents revenge and pride* like 
Diamesdale, his last name is also comprised of two parts* "chill," which 
suggests eoldness, and "worth," which signifies merit or worthiness* 
Ch Illingworth acknowledges to Hester that he has a cold heart, and his sin 
results from this cold, calculating, intellectual isolation* Hé commits 
the Unpardonable Sin by violating, "in cold blood, the sanctity of a human 
heart*" Yet, it must be noted that he was once a worthy man, self-controlled, 
scholarly, and decent* 
A more subtle name is that of Hester in The Scarlet letter* Hyaat H* 
Waggoner states that this name is a modem form of the Esther of the Old 
Testament* 
•••the Old Testament Esther is gifted with beauty, strength, and 
dignity* Courageous and loyal, she defends a weak and oppressed 
people* The obvious parallel between the two women contributes 
one more implication that Hester is to be soon as finally * In the 
right*' And it offers another bit of evidence to those who like 
te stress the feminist implications of the novel, for we may see 
the 'weaker sex' defended by Heater as but a variant of the weak 
people defended by Esther*1 
Pearl, of course, gets her name from the "pearl of great price" used in 
St* Matthew to suggest the incomparable value of the hope of heaven* 
In The Blithe da le Romance Zenobia ' a guilt is embodied in Westervelt, 
who, as his name implies, apsaka with "the tone of worldly society at large*" 
The "moral deterioration attendant on a false and shallow life" that results 
from Zenobia*a "marriage* to the values of the Western world inevitably leads 
*flyatt Hawe Waggoner, "The Scarlet Letter," Interpretations of Ameri¬ 
can Literature, ods* Charles Feidelsen and'Charles fero3tkorb (*A Galaxy Book"; 
New York, 1&9), p* 20* 
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to hor death beneath the dark mask of the river# When Coverdale sees her 
in the luxurious boardinghouse, she has taken on a glittering luster that» 
like her exotic flower, is artificial* Even her death has something af¬ 
fected about its Coverdale observes that *we cannot even put ourselves to 
death In whole-hearted simplicity •* Cover da le* a name, like the names of 
Westervelt and Zenobia, was not chosen idly* In this connection, Male 
makes an observation which certainly seems to merit considerations 
It would be interesting to knew Hawth orne'a source of information 
about the sixteenth-century translator of the Bible, Miles Cover da le* 
It seems to have been fairly common knowledge that Coverdale was 
somewhat weak and timorous, and all through his life leaned on e 
more powerful nature* La the hour of trouble he wee content te re¬ 
main in ebseurity and left the orown of martyrdom to be earned by 
men of tougher stripe*^ 
One could hardly ask for s better brief description of Hawthorne's detached 
observer, Miles Coverdale* However, although Coverdale owes his name to 
the early sixteenth century, hie predicament is eminently modem* Hawthorne 
himself knew only too well the dangers of retreating from life and the diffi¬ 
culty of opening up an intercourse with the world* In this romance he ob¬ 
jectified his experience} that is, he discovered in the one major hasard ef 
first-person narration a means for dramatising the plight of his ccementater* 
Coverdale*a fault undoubtedly lies in the fact that he tries to live by 
proxy* This may be the relevance of Priscilla's name; for, in New England's 
legandary history, the classic attempt to make love by proxy is associated 
with the names ef Miles and Priscilla He tries to know himself by probing 
the selves of others, and he accepts nothing on faith* Zenobia emphasizes 
this failing in her legend of the Veiled Lsdy*^ The Theodore of her story, 
*Hoy R. Male, Hawthorne's Tragic Vision (Austin, 1957), p* 151* 
^See Henry Wadsworth Longfellow's long narrative poem. The Courtship 
of Miles Standlsh* 
3rhe Bllthsdale Romance, pp* 502-506* 
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like Coverdale, has "a natural tendency toward scepticism," and he conceals 
himself behind a screen in order to discover the mystery of the Veiled lady. 
He will not take the Veiled lady on faith; he prefers "to lift the veil 
first," just as Coverdale does with all his friends* Miles Coverdale ought 
to be a translator, like his sixteenth-century prototype; but one of the 
book's recurrent Ironies is that during the empty religious experience of 
this small colony of "saints and martyrs* no translation—moral or artistic— 
occurs* Coverdale recognises that his poetry is thin and bodiless, but he 
is so exhausted by his raw experience that he is unable to convert it into 
art* This, we knew, was often Hawthorne's view of his own artistic pre¬ 
dicament, both in America at the customhouse and later in England at the 
consulate* But he was never driven to Coverdale's final position of pro¬ 
claiming an acutely self-conscious art for art's sake* 
Miriam, of The Marble Faun, is linked not only with Beatrice Cenci 
end Cleopatra but also with Eve, the Biblical Miriam, Jael, Judith, and 
Rachel* Donatello is linked with Adam before the Fall and with Cain after 
hie crime* The pure innocence of Hilda hat ita historic counterparts in the 
Virgin Mary and in the saint whose name rite shares* 
Articles and objects closely associated with Hawthorne's characters 
often embody the idea presented or indicate the allegorical significance of 
particular characters* The most noteworthy example of this allegorical type 
is the letter "A* worn by Hester Prynne in The Scarlet Letter* Hester "had 
in her nature s rich, veluptmeua, Oriental characteristic," which is symbol¬ 
ized by the elaborate embroidery on the scarlet letter* Like Heater, in The 
Blithedale Remanee Zenobia is a woman of "bloom, health, and vigor" with a 
"spacious plan" of physical development* Her exotic beauty is symbolised 
by the hot-house flower which she wears daily in her hair* Similarly, in 
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The Marble Faun Miriam'• beauty is remarkable for "a certain Oriental charac¬ 
ter in her face*" Her nature is also symbolised by the precious ornamental 
gems she wears, including the Etruscan bracelet—"evidently of great cost"— 
which was her bridal gift to Hilda* Priscilla's capacity as a medium is 
symbolised by the veil which plays an important part in Ze nob la's story of 
the Veiled lady, who in actuality 1s Priscilla herself. Ellen Langton in 
Fanahawe is the prototype of several heroines in the other romances, including 
Phoebe in The House of Seven Cables and Hilda in The Marble Faun, In Ellen's 
dark eyea one may read "pure and pleasant thoughts." She has "the gayety and 
simple happiness of a simple child." She possesses both "a large fund of 
plain sense," and an esthetic faculty which is expressed in the daily deco¬ 
ration of her room with wild flowers. Phoebe and Ellen are alike in their 
love for flowers and the association of them with the pure and the goodly, 
sunshine and light. Hilda is described as being "pretty at all times." Her 
religious orthodoxy and her moral purity are symbolized by the doves which 
circle about her tower. The marble faun seems to be the embodiment of the 
spirit of Donatello before he conn its his dark crime * 
...if the spectator broods long ever the statue, he will be conscious 
of its spellj all the pleasantness of sylvan life, all the genial and 
happy characteristics of creatures that dwell in woods and fields, 
will seem to be mingled and kneaded into one substance, along with the 
kindred qualities in the human soul. Trees, grass, flowers, woodland 
streamlets, cattle, dear, and unsophisticated man. The essence of ell 
these was compressed long age, end still exists, within that discolored 
marble surface of the Faun of Praxiteles.! 
All of these symbols are a result of Hawthorne's attempts to select appropri¬ 
ate articles and objects te point up the ideas the characters represent. 
As s result of the author's diverse and unique methods of character¬ 
ization—physical appearances, gestures, diseases, clothing, names, and 
^The Marble Faun, p. 596. 
53 
traits, articles and objects closely associated with them—universal moral 
truths are concretized* Thus the artist performs one of his most funda¬ 
mental functions» the setting up of significant realities which the reader 
cannot easily deny* 
Nature itself becomes significant in the romances of Hawthorne* It 
becomes more than a setting or background because it reflects moods» and 
becomes an actual organism in some instances* In The Scarlet Letter» Nature 
gains prominence on two major occasions* It appears first in the opening 
chapter» in the wild rosebush which stands outside the prison» and whose 
blossoms» Hawthorne tells us» may serre to *relieve the darkening close of 
a tale of human frailty and sorrow*" Nature again corns into play in the 
forest scene» where it sympathizes with the two miserable sinners» Dimmesdale 
and Hester* In this forest scene there are three major images which hare 
allegorical implications: the forest itself» the flood of sunshine, and the 
brook* The primerai forest, black and dense, affording only imperfect 
glimpses of the sky above, represents spiritual and mental isolation* 
Hawthorne himself tells us that the forest "imaged not amiss the moral 
wilderness in which she ^Testexÿ had so long been wandering*" The winding 
path in the dense forest can be said to represent the winding path of error* 
The waxing and waning of the sunlight during the forest scene symbolise the 
emotions of Hester and Dimmesdale, and the forest momentarily becomes a 
place of security* It is here that Hester and the minister achieve a 
personal reunion and find momentary relief from the Puritanic atmosphere 
of the seventeenth-century Boston community. The brook, one of Hawthorne's 
mirror or pool images, symbolises cleavage or the stream of separation* As 
a result of its mysterious and continuous flow through the forest, the brook 
can also be said to represent the flow of life and time, and, like Hawthorne's 
other mirror or stream images, its waters also enable it to reflect Truth* 
Other examples of stream imagery (including lake and fountain imagery) occur 
in The Marble Faun, The House of Seven Gables ( Mauls's Well), The Blithe da le 
Romance (the river), and Fanahawe (the stream with trout pool) —with The 
Marble Faun affording the most singular exemplifications* 
The stream imagery of The Marble Faun is in actuality largely fountain 
ta&g**y* rod two fountains loom large among the important physical properties 
of the romance* Miriam attempts, with water dashed from one of these, to 
exorcise the spectre of Quilt which haunts her* The other fountain is 
Donatello's, stained with the guilt of one of his ancestors* It must be 
remembered in connection with the possible significance of these, that 
Hawthorne typically attributes remarkable purifying power to the waters of 
the unsullied fountain; a pure stream is not easily polluted* In terms of 
the remarkable cleansing powers of the pure fountain, and of the extreme 
difficulty with which such a fountain is rendered impure, Miriam's Inability 
to exorcise her private fiend would seem to demand the interpretation that 
the fountain from which her water is drawn has been stained, as her own 
heart is stained, by guilt* The parallel of Donatello's fountain, which is 
explicitly stained in this way, serves to reinforce this interpretation* 
Both fountains apparently stand as genersl emblems of the guilty heart; 
they seem te function as moral landmarks, as perpetual reinforcements to 
Hawthorne's two main themes in The Marble Faun: the polluting power of guilt 
and the impossibility that such guilt can in time wash Itself away* 
Other nature images significantly employed by Hawthorne are the 
garden, the elm, snake or serpent imagery, and flower and weed imagery* In 
connection with the metaphorical garden, Hawthorne imagines paradise in two 
related ways: as the Garden of Eden or as the lovers in the Garden* The 
55 
Garden la no permanent dwelling—after Eden follows soon the Fall* In The 
Marble Faun* Kenyon finds Edenllke the groves of Monte Beni* 
The sculpter strayed amid its vineyards and orchards, its dells and 
tangled shrubberies, with somewhat the sensations of an adventurer 
who should find his way to the site of an ancient Eden, and behold 
its loveliness through the transparency of that gloom which has been 
brooding over Ihose haunts of innocence ever since the fall* Adam 
saw it in a brighter sunshine, but never knew the shade of pensive 
beauty which Eden won from his expulsion *3- 
Eden is the Christian counterpart of the pagan Golden Age* Hawthorne does 
not venture te identify the two, Eden having always a special sanctity, but 
in The Marble Faun they are clearly co-present, simplicities of similar 
import* In The House of Seven Gables, the garden, like the house, epitomises 
the Pyneheon story and contains both good and evil* It is an Eden, subtlely 
tainted; its black, rich mold has a flavor of the churchyard and the sexton*e 
spade; its beautiful white rosea have mildew at the heart* In it is Maule’s 
Well, once sweet, but now "water bewitched" and dangeroue to drink since the 
time of the eld Colonel* Over it, too, Nature has cast its healing influence 
in the robins and the bees which have honored it with their presence* The 
good offices of Phoebe and Holgrave are shewn st work here, checking the 
spread of weeds and cultivating more wholesome growths* On her first visit 
to the garden, Phoebe notices the results of Holgrave'a labor* 
The evil of these departed years would naturally have sprung up again, 
in such rank weeds (symbolic of the transmitted vices of society) as 
are always prone te root themselves about human dwellings* Phoebe 
saw, however, that their growth must have been checked by e degree of 
careful labor, bestowed daily and systematically on the garden*2 
This good effect is pa railed by Phoebe's influence upon Hepzibah and Clifford, 
themselves afflicted by the same ills from which the garden suffers* 
1Ibid** p. 71*9. 
^The House of Seven Gables, p* 29ï>« 
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Color, light and shadow form still another significant group of inages 
utilised by the author* These images are used so extensively by Hawthorne 
that they practically become entities within themselves, capable to a certain 
extent of performing all allegorical functions* Valter Blair states that 
Hawthorne employs color, light and shadow for three purposes--to characterise, 
to mark important changes in the narrative, and to stand for moral meanings*1 
In addition to these three functions, the author uses these elements to 
create atmosphere which serves as a background for his characters and their 
moral ordeals* 
Hawthorne used color, light, and shadow in his romances like a painter, 
creating an atmosphere which corresponds to hia dramatisation of moral truths* 
The Scarlet Latter, an allegory which portrays Hester's long wandering in a 
moral wilderness, leaves the reader with a picture of darkness and gloom re¬ 
lieved only by the brief snatches of sunlight sifting through the trees during 
the forest scene* In all of the romances the mental images that are evoked 
are painted in a sort of chiaroscuro, with the varying degrees of light and 
shade, but alae with the slightest hint of color* Such adjectives aa Husky," 
"sad-colored," "weatherstained," "darksome," "shaded," "shadowy," "dim," 
"dull," "obscure," "darkly," "glooay," "cloudy," "gray," and "black* are 
predominant in the narratives* These descriptive terms, with their sug¬ 
gestions of shadow, throw a dark atmosphère over all of the works and cover 
the sunny elements with a gloomy mist* Only rarely does the author use 
colors which relieve his whites, grays, and blacks* These passive neutral 
colors evoke moods of quiet tranquility conducive to Introspection, to 
sedentary tasks, and to mental activity* Neutral colors and dull obscure 
^Walter Blair, "Color, Light, and Shadow in Hawthorne's Fiction," 
The New England Quarterly, XV (March, 19U2), 77# 
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light placed Hawthorne in an atmosphere which sharpened hia powers of re¬ 
flection, and when transferred to the pages of his stories they place the 
reader In a mood conducive to reception of such Introspective meditations* 
In the romances the image of light becomes s symbol of good and gives 
concrete form to the ideas associated with it* "Blessed sunlight," "sun¬ 
light," "light," "dawn," and "morning" are used in describing the presence 
of God and become representative of God or the highest good* These images 
typify the radiance of God throughout the romanoes often enough for them to 
become synonymous of his presence even though his name as such is rarely 
mentioned* 
With Hawthorne light is of various kinds* Sunlight suggests both 
truth and health* It is analogous to the spiritual Light of Revelation and 
te the light of grace* But there are alao the "false light" of meteors (as 
seen in the second scaffold scene of The Scarlet letter) and the "red light" 
of evil (as seen in the eyes of Hawthorne's "darksome" creatures of guilt: 
Butler, in Fanshawe ; Chillingworth, in The Scarlet Letter? Westervelt, in 
The Blit he da le Romance; and, the model in The Marble Faun) * Hr* Wilson, 
the most saintly of the Puritan ministers and the most sympathetic of the 
lesser characters in The Sparlat Letter, has "white" hair snd light-colored 
("gray") eyes, in marked contrast to the only colors assigned te Governor 
Bellingham, who has a "dark" feather and a "black" tunic* Thus,too, 
Dimnesdals, a mixed figure of lofty aspirations and lowly conduct, is seen 
as having a "whits," lofty, and impending brew and "brown," melancholy eyes* 
Dressed in "black," ha walks by choice in thethadowy" bypaths* Heater is 
seen as red (her letter and her vivid complexion), gray (her dress), and 
black (her hair and eyes), the first two aabiguous in their associations, 
the last saved from being wholly negative by the glints of sunlight often 
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seen in her hair* Pearl, though she has her mother's black hair and eyes, 
is usually seen as a flash of red and light: the "deep and vivid tints" of 
her "bright" complexion and gorgeous robes often throw an absolute circle of 
"radiance* around her* ChIllingworth la compounded of shades of "darkness," 
except for the red, or reddish blue, glow thought to be seen in his eye»,— 
eyes red with the light of infernal fires* 
Thus, it can be seen that Hawthorne's use of color and light and 
shade has significant allegorical implications* These images are associated 
with natural good (beauty, health), morel and spiritual good (holiness), 
natural evil (ugliness, death), and morel evil (sin, guilt)* Black, dark 
grey, brcwn, all the darker shades, ordinarily suggest both natural and 
moral evil; grew and yellow and the lighter colors are associated with 
natural good, with life and beauty* 
The frequent ambiguities conveyed by Hawthorne's imagery com as a 
result of what Matthlessen calls "the device of multiple choice,and which 
2 
Yvor Winters refers to as "the formula of alternative possibilities,* in 
which are suggested two or more interpretations of a single action or event* 
The most striking instances of the use of this device can be seen in The 
Scarlet Letter—»in the appearance of the meteor during the second scaffold 
scene, in the various interpretations of the scarlet letter that was 
supposedly revealed on the cheat of Dimmeadale during the final scaffold 
scene, and the various interpretations of the scarlet letter itself* This 
ambiguity adds depth and tone; it offera opportunity for freedom and rich» 
neas of suggestion* By it Hawthorne is able to suggest something of the 
^Matthisamn, op* cit*, p* 276* 
^Yvor Winters, "Mauls's Curse: Hawthorne and the Problem of Allegory,* 
American Review, IX (September, 1937), 356* 
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density and inc a lc (liability of life» the difficulties which clog the 
interpretation of even the simplest Incidents» the impossibility of 
achieving single and certain insight into the actions and motives of others* 
This ambiguity covers the bareness of the allegory» imparting to its object 
and idea a wider range of allusiveness* Further» this ambiguity permits 
the author to freely combine the two opposed worlds of actuality and 
imagination without incongruity or the need to commit himself entirely to 
either. Hawthorne's own definition of the romance may very aptly be applied 
to his use of ambiguity: it gives him scope to "so manage his atmospherical 
medium as to bring out or mellow the lights and deepen and enrich the shadows 
of the picture."1 
In addition to the conversion of spiritual truths into physical 
experiences» Hawthorne makes use of allegory for narrative purposes. 
Changes in light and color usually mark changes in or advancement of the 
action. In The Scarlet Letter, the entire narrative is told in kaleido¬ 
scopic shades of light and color* In this romance the characters play out 
their tragic parts against an austere Puritan background—a sober and sombre 
community surrounded by a cemetery» a prison» a scaffold, and a grassplot 
containing a variety of weird vegetation—all of which Imply that there is 
a certain physical and moral unwholesomeness or evilness overshadowing such 
an environ. Only a wild rosebush growing near the threshold of the prison 
conveys the idea "that the deep heart of Nature could pity and be kind" to 
a prisoner of such a society* The rose is pitying Nature, which affords 
moral hope, while the prison is pitiless man. The rose is also Hester 
Prynne, a red rose against a gray Puritan background; therefore, the rose 
^Preface to The House of Seven Gables, p. 2U3. 
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is the scarlet letter, the natural passion which the prison exists to quell. 
The story moves from consciousness or recognition of sin to contrition and 
penance, and, finally, to open repentance. The three scaffold scenes 
represent the general framework of the story* Within this simple pattern, 
plot and allegory unfold symmetrically and simultaneously » There, in the 
bright noon-day sun, Hester suffers her initial public shame. There, mid¬ 
way through the tragic tale, Dlmmesdale makes his midnight vigil—a scene 
which is also memorable for the mysterious and supernatural appearance of 
the meteor. There, again, at the end,—a scene which also Involves a super¬ 
natural happening, the mysterious appearance of the letter *A* on the 
minister's bosom,—Dlmmesdale publicly reveals his sin* These scenes can 
therefore be associated with the three movements—that is, the progression 
of the story—movements which are given tremendous impetus by color and 
light implications* 
Hawthorne made use of allegory for three primary reasons: (1) the 
conversion of spiritual truths into physical experiences, (2) the portrayal 
of character, and (3) the advancement of action or narration* His Images 
are broadly traditional, drawn from the main stream of Western thought* In 
his pages are the red cavern of the heart and the gray cavern of isolation; 
the wild forest and the winding path of error (from Spenser); the fountain 
and the sea of eternity, and the river of time; the Garden of Eden, with 
Adam and Eve and the serpent (from Milton and the Bible); the flames of hell, 
strangely mingled with the forge fire of Vulcan's smithy, and the bright 
blase of the hearth; the devil's stigmata, and the sunlight of holiness* 
Created as they are of old materials, these images are yet fresh from 
Hawthorne's imagination* He invests them with a new vitality and sug¬ 
gest iveness, which in turn implement the examination of moral or psychological 
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truths* 
After a consideration of Hawthorne's use of allegory for the purpose 
of setting forth spiritual truths, it is necessary that an assessment of 
his method be attempted, in order to determine to what extent he was able 
tS accomplish his intentions* Just such sn assessment will be sttempted 
in the following chapter* 
CHAPTER IV 
THE EFFECTIVENESS OF HAWTHORNE'S ALIEGORICAL METHOD 
It is evident that Hawthorne, like all true artists, was not em¬ 
piété ly satisfied with his practice* He felt that he occupied an "un¬ 
fortunate position between the Transcendentalists • • *and the great body of 
pen-and-ink men who address the intellect and sympathies of the multitude*"^ 
He felt that he was a fictionist unacceptable to the "spiritual or meta¬ 
physical requisitions" of the few, and "too shadowy, and unsubstantial in 
p 
his modes of development"* for the many* He wondered, for instance, how 
the Twice-Told Tales gained the vogue they didt 
They have the pale tint of flowers that blossomed in too retired a 
shade,—the coolness of a meditative habit, which diffuses itself 
through the feeling and observation of every sketch* Instead of 
passion there is sentiment; and, even in what purport to be pictures 
of actual life, we have allegory, not always so warmly dressed in 
its habiliments of flesh and blood as to be taken into the reader's 
mind without a shiver** 
His "inveterate love of allegory," he wrote in the guise of an editor of 
"Rappaccini's Daughter," "is apt to invest his plots and characters with 
the aspect of scenery and people in the clouds, and to steal away the human 
J* 
warmth out of his conceptions*" This discontent is apparent even in his 
reflection on The Scarlet Letter end the possibilities there were of a work 
of fiction in his custom-house experiences 
^"Rappaccini's Daughter," Works, IV, 125* 
2Ibid* 
3"Auther's Preface to Twice-Told Tales," Works, I, liv* 
^"Rappaccini's Daughter," op* dt,, p* 126* 
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The wiser effort would here been to diffuse thought and imagination 
through the opaque substance of today, and thus make it a bright 
transparency) te spiritualise the burden that began to weigh so 
heavily) to seek, resolutely, the true and indestructible value 
that lay hidden in the petty and wearisome incidents, and the ordi¬ 
nary characters, with which I was now conversant* The fault was 
mine* The page of life that was spread out before me seemed dull 
and commonplace, only because I had not fathomed its deeper import* 
A better boek than I shall ever write was there****! 
Late in life, he wrote Fields: 
It is odd enough, moreover, that my own individual taste is for quite 
another class of works than those which I myself am able to write**** 
Have you ever read the novels of Anthony Trollope? They precisely 
suit my taste****2 
Hawthorne, of course, was right in feeling that much of his work had 
"the aspect of scenery and people in the clouds*} and it shews the health 
of his mind that he should wish that he had dealt more with the life around 
him* This is not to say, however, that Hawthorne is his own best critic* 
His world has not the passion and turmoil of Trollope's or Skaollett's or 
Fielding's world) there is something suggesting late summer or early autumn 
in the reflective east of even his most objective writing* Tet therein lies 
tiie charm* 
Throughout his literary career, Hawthorne held to the theory of truth 
and beauty in fiction* He sought to achieve his ends in a genre which he 
called the Romance* This genre, along with a theory which placed great 
emphasis on the role of the imagination, allowed him the freedom to present 
truth under circumstances of his own choosing or creation* In the prefaces 
to his later books Hawthorne attempts to define the Romance and its conditions 
and methods* He distinguishes the type he is essaying from the Novel, which 
he equates with realism, as aiming at "a very minute fidelity, not merely te 
*"The Custom House," Works, VI, 52-53* 
^Nathaniel Hawthorne, letter to James I. Fields, reprinted in Cowley, 
op* cit*, pp* 627-628* 
the possible, bat to the probable and ordinary course of man's experience**^ 
Hawthorne's romances are not "romantic* in any of the most current senses* 
They minimise picturesque background, minimise love, are deeply serious, 
and, as he avers, they may not "swerve aside from the truth of the human 
heart*"2 By "romance" he apparently means what is today commonly called 
"expressionism"—the effort to reveal men's souls instead of their vestures; 
to cut sway the peculiarities of their dialect, and disclose their thoughts 
and emotions* He means, toe, the freedom to see men in the light of Eternity, 
to see the Supernatural surrounding the Natural, and now and again impinging 
upon it* He supports the idea that the Romance-writer should use the marvel¬ 
ous as overtone and penumbra rather than theme; however, the romancer "can 
hardly be said*..to commit a literary crime if he disregard this caution**^ 
Fiction—even a Romance—roust have a setting; but Hawthorne desires 
to minimize setting, especially the kind of prosaic, day-lit scene which 
prompts the literal-minded reader to topographic studies* His House of 
Seven Gables, he urges, has "a great deal more to do with the clouds over¬ 
head than with any portion of the actual soil of the County of Essex*"!* 
Perhaps these are New England clouds rather than the cosmos at large: be 
that as it may—they are, obviously, the clouds of Calvinism rather than of 
Salem* 
Austin Warren argues that Hawthorne lacked Judgment in supposing 
that he could facilitate the necessary but difficult element of setting by 
^"Preface to The House of Seven Gables," p* 2U3* 
2Ibld, 
3Ibld. 
!*Ibid., p. 2Wu 
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transporting his characters to Rome**- The Marble Faun is indeed laid in a 
city which is more romantic than Salem; but Rome has its prose as well aa 
its poetry , and Hawthorne's conscientious transcription of background 
2 
material from his notebooks give the imaginative and the factual elements 
in this romance a disjunction more marked than in his earlier romances. The 
Rome of The Marble Faun is more palpably before us than the Salem of The 
House of Seven (tables or the Boston of The Scarlet Letter* 
In the Poetics» Aristotle calls Poetry more philosophical than History* 
By his definitions of the Novel and the Romance, Hawthorne probably intends 
to effect an analogous distinction* History treats of existence; poetry of 
essence* Hawthorne is a philosophical poet in prose,^ and the reality he 
seeks is not of circumstance but of character and destiny. 
Throughout his life, Hawthorne was Interested in the psychological 
effects of sin* He was devoted to the examination of the relationship of 
appearance and reality* In his romances, the situation is always one where¬ 
in the sin has already been committed, and where the current of expiation 
and repentance has set in* In spite of the relationship between man and 
woman, no romances were ever less "love stories** What appealed to Hawthorne 
was the moral situation of these characters in the time that followed their 
commission of sin* This is essentially the situation in The Scarlet letter 
and his other major romances, where the author offers in dramatic fora 
^Austin Warren (ed*), Nathaniel Hawthorne (New York, 19?b), Intro¬ 
duction, p* lxxiii* 
^Stewart, op, cit*, pp* xxxvil, xcil* 
'Q.D* lea via, "Hawthorne as Poet,* Interpretations of American 
Literature, op, clt,, p* 50* 
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analyses of complex situations in which he sides with no one party but is 
imaginatively present in each, having created each to represent a facet of 
the total experience which he desires te communicate to his readers* 
Referring te Hawthorne's essential contribution to American literature 
—and world literature as well—Q.B. Le avis states that his works are 
not comparable with the productions of the eighteenth-century 
'allegorical' essayists nor is it in the manner of Spenser, Milton, 
or Bunyan—whom of course it can be seen he has not merely studied 
but assimilated*! 
Leavis also points out that 
one is certainly not conscious of a limited and devitalised talent 
employing a simple-minded pe de strain technique; one is constantly 
struck by fresh subtleties of organisation, of intention, expression 
and feeling, of original psychological insight and a new minting of 
terms to convey it****? 
In his criticism of The Scarlet Letter* Henry James maintains that 
The faults of the book are***a want of reality and an abuse of 
the fanciful element—of a certain superficial symbolism* The 
people strike me not as characters, but as representatives, very 
picturesquely arranged, of a single state of mind; and the interest 
of the story lies, not in them, but in the situation, which is 
insistently kept before us, with little progression, though with a 
great deal***of a certain stable variation; and to which they, out 
of their reality, contribute little that helps it to live and move*? 
In making these observations, James apparently overlooks Hawthorne's 
basic intention as a romancer* The author was not concerned with variety 
and action as such, but rather, with the psychological development of charac¬ 
ter* He did not view his work from the vantage-point of the rules governing 
the novelist—the norm by which James seems to judge him—but gave himself 
considerable freedom to use allegorical images and metaphors in his treatment 
•Wd*, pp. 31-32. 
2Ibid*, p. 32. 
^Henry James, Hawthorne ("Great Seal Books"; Ithaca, 1956), p* 90* 
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of the subtleties and mysteries of life* 
Expressing his views on Hawthorne's use of allegorical images, Cowley 
maintains that the author was adept at selecting the appropriate imagery to 
stand for the idea he wishes to set forth* He also comments on the author's 
ability to detach himself from his artistic creations, "to give everything a 
double meaning and sometimes a whole series of meanings, one within another, 
like the endless reflections in two mirrors standing face to face,** in order 
to give the reader a chance to draw his own conclusions* 
Henry S* Canby argues that Hawthorne's books 
are relative failures* In none of them, except perhaps in The Scarlet 
Letter, does Hawthorne blend in one luminous whole both the significance 
and ike reality of the life he depicts, as Dostoevsky, Hardy, even 
Fielding, all have done* He is always driven back***to his romantic 
symbolism, which is left to be read in two or three possible ways, or 
made cloudy, like Melville's, who himself was also a frustrated 
philosopher* He romances sadly**** He turns and twists in his lonely 
Salem room from a life outside that repels him to a brooding that 
always hesitates this side of conviction* And his books hesitate and 
turn also, and take refuge in mere observation crudely moralized* 
They, like him, retreat from life at the moment of grasping* 
As can be seen through the criticisms of Canby, James and others, Hawthorne 
still suffers from prejudice against allegory* This prejudice comes partly 
from a false theory of realism, a legacy of the late nineteenth-century, 
and partly from a misconception of what allegory ia* Many critics assume 
that allegory subordinates everything to a predetermined conclusion: that 
allegory, in short, is a dishonest counterfeit of literary value* But the 
great allegories, The Faerie Queene and Pilgrim's Progress, possess the 
literary values* And Hawthorne, whose subjects are moral and psychological 
problems, feels for these problems a passion which transfigures them* He 
Cowley, og^jsit*, p* IB. 
^Henry Seidel Canby, Classic Americans (New York, 1959), PP* 2l»3-2Uu 
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treats his material honestly* his reconciliation is not finally in logic, 
for he accepts the mystery of existence* His reconciliation is in the 
acceptance itself, realised in his handling of background, characters, and 
the actions of the characters* 
Canby, on the other hand, points out that 
Hawthorne's obstinate tarryings with circumstance gave him a concen¬ 
tration that more expansive romantics never attain* If he did not 
philosophise sin, he gave us the most powerful portraits in English 
of the moral sinner* If he never reached a Weltanschauung, he did 
put into imperishable prose the ripe and overripe fruits of the 
deeply significant civilisation of New England, Itself the end of 
a cycle* 
And in one respect at least Hawthorne did reach the scope of what 
we call world literature because it is typically expressive of 
humanity always and everywhere •••• That passionate brooding on the 
whys and wherefores of human conduct which reaches no conclusion but 
relieves itself by a sudden outpouring of confession and description, 
is characteristic of all the moments in history when the skeptical 
mind, just escaped front dogmatic certainties, has refused to bury 
itself in the unreflecting life of action* Sometimes the result has 
been satire, sometimes romance, but the motive is always the same— 
to make a fresh reading of the problem that is man.l 
Like Canby, James feels that The Scarlet Letter is comprised of too 
much symbolism; that, overdone, this imagery ceases to be impressive and 
borders on triviality* He maintains that 
The idea of the mystic 'A' which the young minister finds imprinted 
upon his breast and eating into his flesh, in sympathy with the 
embroidered badge that Hester is condemned to wear, appears*•• to be 
a case in point. This suggestion should* * .have been just made and 
dropped; to insist upon it and return to it, is to exaggerate the 
weak side of the subject* Hawthorne returns to it constantly, plays 
with it, and seems charmed by it; until at last the reader feels 
tempted to declare that his enjoyment of it is puerile * 
In commenting on the effective impression of the second scaffold scene,— 
where there appears in the zenith the immense letter "A," marked out in 
1Ibid., p. 21*5. 
2Jamea, op* cit., pp* 92-93* 
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lines of dull red light,—James tempers his applause with the statement 
that Hawthorne goes too far with this device, and is thereby in danger of 
crossing the line that separates the sublime from the commonplace. Con¬ 
tinuing his criticism to include others of the author's allegorical devices, 
James says: 
In the same way, too much is made of the intimation that Hester's 
badge had a scorching property, and that if one touched it one 
would immediately withdraw one's hand* Hawthorne is perpetually 
looking for Images which shall place themselves in picturesque 
correspondence with the spiritual facts with which he is concerned, 
and of course the search is of the very essence of poetry* But in 
such a process discretion is everything, and when the image becomes 
importunate it is in danger of seeming to stand for nothing more 
serious than itself*! 
Hswthorae actually thought in terms of the allegorlsation of experience; 
yet James, instead of looking at this artist's work from an objective stand¬ 
point, chooses, it seems, to be more concerned with outlining his own method 
were he himself to write a Scarlet Letter* 
Although Henry James labeled Hawthorne a "provincial"—and he was 
provincial in a sense: he was provincial in that "he knew his province, 
accepted his part in it, and serenely judged everything else in the world 
by New England standards... —he, like numerous other critics, finally 
attested to the greatness of the author, as well as The Scarlet letter* 
James's ultimate appraisal of this work is that "it achieves••«perfectly 
what it attempts, and has about it that charm, very hard to express, which 
we find in an artist's work the first time he has touched his highest mark.,,,"3 
Tver Winters maintains that The Scarlet Letter is pure allegory, that 
^"Ibid*, p« 9U* 
2Cowley, op* clt., p* 19. 
3James, op* cit., p* 87* 
70 
it is faultless in scheme and in detail, and that it is one of the chief 
masterpieces of English prose* It is his feeling that The House of Seven 
Gables and The Marble Faun, although interesting, are both failures because 
they are impure nereis, or norels with unassimilated moral elements; and 
that although in The Blithedale Romance Hawthorne is still obsessed with the 
problem of allegory, his struggle is unsuccessful, his product is ineffective* 
Winters attributes this failure to the fact that Hawthorne "appears to have 
had none of the qualifications of a novelist," that he 
was one far more likely to concern himself with the theory of mankind 
than with the chaos, trivial, brutal, and exhausting, of the actuality* 
Furthermore •••the Puritan view of life /of which Hawthorne was a product^/ 
was allegorical and the allegorical vision seems to have been strongly 
impressed upon the New England literary Blinda¬ 
it appears, then, that Hawthorne's province was that of the allegorist; and 
when he made an attempt to master the procedures of the novelist, his efforts 
were not sustained, thus resulting in both an Impure novel and an unsuccess¬ 
ful allegory* 
Although—with the exception of The Scarlet Letter—Hawthorne may 
have failed in his attempt to write pure allegory, he fulfills the crucial 
requirement of the allegorist: his objects which stand for or refer to other 
objects are not only interesting as representations, but demand attention in 
their own right; that is, his allegorical devices are interesting In them¬ 
selves as well as presentations of deeper significances* The brook of The 
Scarlet Letter has water in it, although it symbolises life and time* The 
Faun of Praxiteles in The Marble Faun is an object of art in addition to 
being an image of innocence and simplicity* Chillingworth, of The Scarlet 
Letter, and Miriam's model, of The Marble Faun, characters within their own 
^Winters, op* dt*, pp* 339-3UO* 
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rights, are also the very epitome of evil guilt; and the same holds true of 
Judge Pyncheon of The House of Seven Gables and Westervelt of The Blithe da le 
Romance, who, although playing significant roles in relation to the other 
characters, are in addition to this the embodiment of Western materialism* 
Hawthorne's images have the clarity of allegory, with the complexity and 
density of life* They are rarely obscure, and they are generally accompanied 
by an explanation; moreover, they are comprehensible in their own terms to 
those who will take reasonable pains with them* 
With the exception of Fanshawe and The Blithe da le Romance, which are 
best approached througi character, Hawthorne effectively develops different 
metaphors unique and peculiar to each of the major romances* The heraldic 
device on the corn on tombstone of Hester and Dimmesdale sums up the importance 
of the letter image in The Scarlet Letter: "On A Field, Sable, The letter A, 
Gules"—the letter, an "ever-glowing point of light," is gloomier than the 
shadcwr of its background; the shadow, the "Field, Sable," is roughly the 
atmosphere of Puritanism; the "Letter A, Gules" the atmosphere of sin* The 
theme of The Scarlet letter is the damage to the soul from sin, but the 
theme itself is tried to the utmost and is exposed to unrelenting scrutiny* 
The romance analyses the intellectual and spiritual aspirations of seven¬ 
teenth-century New England in terms of the clash of human conduct with the 
conventions of society* Through the use of allegory, Hawthorne finds a 
neutral ground between reality and imagination in order to effect a semblance 
of truth* The allegorical method is developed through the interrelation of 
background, characters, the actions of the characters, dress, and light and 
color implications* The method is selective; that is, every image has a 
deeper meaning and no scene is without larger significance* The characters 
have freedom to range; no possibility of escape from the grim prison of sin 
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is left unexplored; no evidence is slighted or suppressed. The sin of The 
Scarlet Letter is representative of the original sin, by which no man is un¬ 
touched. All mortals commit the sin in one form or another, which is perhaps 
the meaning of "your worst" in the exhortation occasioned by the death of 
Dimaesdala. The dilemma is that human beings by their nature must fall into 
error—and yet it would be better if they did not. 
In the multiple interpretations which constitute the moral ambiguities 
of The Scarlet Letter there is no clear distinction between true and false, 
but there is a difference between superficial and profound. In instances 
where interpretation of observed fact fuses with interpretation of moral 
meaning, conclusions are generally relative to those who make them. After 
Dimmesdale'a climatic death scene 
most of the spectators testified to having seen, on the breast of the 
unhappy minister, a scarlet letter—the very semblance of that worn 
by Hester Prynne—imprinted in the flesh. As regarded its origin, 
there were various explanations, all of which must necessarily have 
been conjectural. Sane affirmed that the Reverend Mr. Dimmesdale, on 
the very day when Hester Prynne first wore her ignominious badge, had 
begun a course of penance,--which he afterwards, in so many futile 
methods, followed out,—by Inflicting a hideous torture on himself. 
Others contended that the stigma had not been produced until a long 
time subsequent, when old Roger Chillingworth, being a potent necro¬ 
mancer, had caused it to appear, through the agency of magic and 
poisonous drugs. Others, again,—and those best able to appreciate 
tiie minister's peculiar sensibility, and the wonderful operation of 
his spirit upon the body,—whispered their belief, that the awful 
symbol was the effect of the ever-active tooth of remorse, gnawing 
from the inmost heart outwardly, and at last manifesting Heaven's 
dreadful judgment by the visible presence of the letter.^ 
Most singular is the fact that some spectators have seen no letter at all. 
The presence of so maqy possibilities hints strongly that the whole truth 
is net to be found in any single choices the deliberate haziness and multiple 
implications of Hawthorne's allegorical method enables him to succeed with 
extreme effectiveness in setting forth certain universal experiences he is 
iThe Scarlet Letter, p. 237. 
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concerned to communicate* This ambiguity adds depth and tone; it offers 
opportunity for freedom and richness of suggestion* By it Hawthorne is 
able to suggest something of the density and incalculability of life, the 
difficulties which clog the interprétât!MI of even the simplest incidents, 
the impossibility of achieving single and certain insight into the actions 
and motives of others* 
As with The Scarlet Letter* The House of Seven Gables is concerned 
with the effects of an evil action, this time prolonged over generations. 
The guiding metaphor of this romance is the house itself* The strands of 
existence which the old house comprises are many and complexly intertangled* 
It is venerable with the sense of the past, but it is also almost deadly* 
It is intimately acquainted with dust and decay, "unwholesome for the lungs,* 
and with sordid grime* Clifford, in a moment of defiance, calls it * 'a 
rusty, crazy, creaky, dxy-rotted, dingy, dark, and miserable old dungeon** * 
The darkness of the house is evil* its evil is visually centered in the 
portrait, the chair, and the chamber of the old Colonel, all of which are 
infused with darkness* There is one further remarkable feature of the house; 
the arched window which overlooks the street—which represents the life and 
activities of the outside world, from which the inhabitants of the house are 
forever isolated* This window is the eye of the house, and from here 
Clifford views the pageantry of passing life* It is from here that, excited 
by "a mighty river of life fan the street/** «calling to the kindred depth 
within him,* he is on the verge of plunging suicidally "into the surging 
stream of human sympathies**^ 
The power of the house is the isolating force of crime and the past, 
^The House of Seven Gables, p* 3U2* 
and, in his presentation of the spiritual and moral perplexities of its 
inhabitants, Hawthorne—through the artistic manipulation of imagery» back¬ 
ground, characters and their actions, and color and light Implications— 
makes observations of eternal verities independent of time and place* 
In The Marble Faun we have the image of the Faun of Praxiteles, who 
represents man in his original innocence* The narrative of this romance is 
solidly based upon the doctrine of the fall of man* Miriam and Donatello 
have sinned and must pay the penalty morally, psychologically, and socially* 
Yet Hawthorne in one crucial instance casts doubt on the reality of free 
will and personal responsibility and in another seems to argue strongly 
that the ultimate consequences of Donatello's crime must actually be bene¬ 
ficial* The crucial problem of this romance is far-reaching in its impli¬ 
cations! Has the faun Donatello been ruined or ennobled by his human crime? 
Miriam, the comrade of his fall, succinctly states the issue and its broad¬ 
est relationship: 
'The story of the fall of manl Is it not repeated in our romance 
of Monte Beni? And may we follow the analogy yet further? Was that 
very sin,—into which Adam precipitated himself and all his race,— 
was it the destined means by which, over a long pathway of toil and 
sorrow, we are to attain a higher, brighter, and profounder happi¬ 
ness, than our lost birthright gave? Will not this idea account for 
the permitted existence of sin, as no other theory can?'^- 
A few pages later, Kenyon advances the same ideat 
'Here comes my perplexity,' continued Kenyon* 'Sin has 
educated Donatello, and elevated him* Is sin, then,—-which we 
deem such a dreadful blackness in the universe,—is it, like 
sorrow, merely an element of human education, through which we 
struggle to a higher and purer state than we would otherwise 
have attained? Did Adam fall, that we migit ultimately rise to 
a far loftier paradise than his?'2 
^The Marble Faun, p* 81*0. 
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This interpretation leaves us with the doctrine of "the fortunate fall,"^ 
according to which man's sin and expulsion from Eden is in reality proof of 
God's mercy and concealed benevolence* In the fictional substance of The 
Marble Faun* however, the choice is not made at all, but only offered* 
Hawthorne neither accepts nor rejects it; it is not his habit to come to 
ultimate conclusions* He leaves the question in suspension, which in The 
Marble Faun becomes the central mystery of man* 
The suspension between opposite beliefs is the life principle of The 
Marble Faun, embodied in imagery, in character, in setting, and in movement* 
The central suspension of this romance is an opposition between simplicity 
and complexity, which rests deliberately unresolved at the end* Simplicity 
is Donatello in his original innocence, complexity is Donatello humanised, 
refined, saddened* Simplicity is the rural life of Tuscany, the home of 
Donatello; complexity is Rome, where he meets with love and sins 
We know not how to characterise, in ary accordant and compatible 
terms, the Rome that lies before us; its sunless alleys, and streets 
of palaces; its churches, lined with the gorgeous marbles that were 
originally polished for the adornment of pagan temples; its thousands 
of evil smells, mixed up with fragrance of rich Incense, diffused 
from as many censers; its little life, deriving feeble nutriment from 
what has long been dead* Everywhere, some fragment of ruin suggest¬ 
ing the magnificence of a former epoch; everywhere, moreover, a Cross, 
—and nastiness at tbefbot of it* As the sum of all, there are re¬ 
collections that kindle the soul, and a gloom and languor that depress 
it beyond any depth of melancholic sentiment that can be elsewhere 
known* 
Yet how is it possible to say an unkind or irreverential word of 
Rome? The city of all time, and of all the worldl The spot for which 
man's great life and deeds have done so much, and for which decay has 
done whatever glory and dominion could not dot
2 
*Like the doctrine of felix culpa, echoes of Milton reverberate 
throughout the romance* It seems that this can in part be taken as 
Hawthorne's own tribute to one who had preceded him in probing deep into 
man's universal nature* 
^The Marble Faun» p* 6S>3» 
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Simplicity is Eden before the serpent; complexity is the wide world of the 
exile, the real world of Hawthorne's characters* Thus Donatello, misplaced 
in a complex and bewildering society, wanders along the dark paths of human 
confusion and error, until he finds the best possible means of recovery* 
Human complexity is real and is not to be passed over; the "knotted entangle¬ 
ment" exists, and with artistic genius Hawthorne portrays the entanglement 
and dilemma—and its palliation—without venturing beyond the boundaries in¬ 
to preachment* 
Allegory is organic to Hawthorne, an Innate quality of his vision* 
It is his disposition to find spiritual meaning in all things natural and 
human* This faculty is an inheritance from the Puritans, who saw in every¬ 
thing God's will. To this inheritance was added a gift from nineteenth- 
century Romanticism, which endowed the natural world with meaning by seeing 
it as life* In Hawthorne allegory is inseparable from moral complexity and 
aesthetic design, qualities to be enjoyed in themselves* His subjects are 
moral and psychological problems, and he feels for these problems a passion 
which transfigures them* He treats his materials honestly, without undue 
simplification, and, at the same time, he keeps faith with his own imagi¬ 
nation* In the words of Tvor Winters, then: 
Hawthorne is •••essentially an allegorist; had he followed the advice 
of Poe and other well-wishers, contemporary with himself and posthu¬ 
mous, and thrown his allegorising out the window, it is certain that 
nothing essential to his genius would have remained within*^ 
Hawthorne's observation to Fields that he admired one kind of novel 
and wrote another is sign enough of his recognition that a man must write 
the kind of books he can, not the kind he would* As a reader the author 
Winters, op* cit«, p* 3U0. 
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was one person; as a writer, he was another. His distinctive province as 
a writer he found not solely in the natural but also in the supernatural, 
which he utilized to the fullest extent in giving illumination to his concern 
for man's moral and spiritual dilemma. Commenting on Hawthorne's essential 
timelessness and universality, Cowley has this to say: 
• ••his central problem hasn't aged at all* He wrote about the isolated 
individual trying to regain a place in society, and after a hundred 
years the individual is still isolated and our serious novelists are 
still dealing with loneliness and frustration. He wrote about the 
inner world, and that is the theme our novels have continued to express, 
if seldom in Hawthorne's bold symbols or with his sense of artistic 
rightness* 
Critics of Hawthorne have found a good deal with which to object, but 
more to praise* Henry James, while deprecating his "provincialism" and his 
"abuse of the fanciful element," declared: "No one has had just that vision 
of life, and no one has had a literary form that more successfully expressed 
his vision*" W.C. Brownell, the severest of Hawthorne's critics, objected 
to his "placidity" and his obsession with allegory, but found in The Scarlet 
Letter "our chief prose masterpiece*" More recently, T.S. Eliot has said: 
Hawthorne had.•• the firmness, the true coldness, the hard coldness 
of the genuine artist* In consequence, the observation of moral life 
in The Scarlet Letter, in The House of Seven Gables, and even in some 
of the tales and sketches, has solidity, has permanence, the permanence 
of art* It will always be of use*.** The work of Hawthorne is truly a 
critic ism—true because a fidelity of the artist and not a mere con¬ 
viction of the man—of the Puritan morality, of the Transcendentalist 
morality, and of the world which Hawthorne knew* It is a criticism 
as Henry James's work is a criticism of the America of his times, and 
as the work of Turgenev and Flaubert is a criticism of the France and 
Russia of theira*? 
Hawthorne cannot be called a great novelist, in the strict sense of 
that term: his grasp of the actual surface of life was firm but quite limited 
^Cowley, op* cit*, p* 20* 
^T.S. Eliot, quoted in Blair, Horoberger, and Stewart, op* cit*, 
j. 908* 
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in comparison to Dickens or Stendhal or Balzac* But, as he himself indicated, 
Hawthorne was not a novelist but a romancer* He did merge poetry and fiction, 
the imaginary and the actual, the universal and the particular; and once we 
grasp his meanings in this unusual yet conventional medium, we recognize his 
genius as an effective writer of allegory and the centrality of his position 
in American literature* 
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